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PREFACE

An art that has become an industry often

ceases to be regarded as an art, and usually

with some justice, for competition, with the

resulting struggle for cheap production and

the violent fluctuations in fashion induced

artificially for the sake of profit, are not con-

ducive to the maintenance of standards. So

wallpaper has been looked upon largely as a

commodity and has been almost completely neg-

lected by students of the decorative arts. Its

glorious past, however, is not depressed by
commercialism and sporadic efforts are still

being made to return it to the level of its own
tradition. The possibilites of a decorative

art of distinction are there, as the French de-

signers of the Eighteenth Century demon-

strated. Only interest and understanding are

needed for their fruition again.

Wallpaper is an important decorative art

because, if for no other reason, it is so ubiqui-

tous. Because of its general use it is one of
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the most important arts for general education

in design. Bad wallpaper can do more than

any other one decorative art to stultify taste;

good, to stimulate it. This book is offered in

the hope that it will contribute to the interest

in and understanding of wallpaper, and so help

to accelerate that revival of it as an art, which

is already initiated at several points. I

Mr. Walter Pach gave sympathetic help in ,

assembling the material on modernist papers |

and I have had indispensable assistance

throughout from Arthur Upham Pope.
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INTRODUCTION

WALLPAPER
was a product of ne-

cessity. Some sort of covering for

the walls of the early European
houses was absolutely essential to make the

rooms livable. The Greeks and the Romans of

the Imperial period had been lavish in the use

of elaborately woven and embroidered draper-

ies of wool and linen in both their public build-

ings and their homes in spite of the fact that

their walls were of beautifully polished marble

or carefully finished stone or plaster. It was
even more essential for the early Europeans,
the Franks and Burgundians and the other

successors to the shattered Roman Empire, to

have some kind of wall hangings, because their

climate was colder and their rougher, cruder

walls more emphatically called for some miti-

gating covering. Woven materials, of course,

were the obvious solution of the problem
and so the magnificent tapestries of the

xiii
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Gothic period were gradually developed.
Rich silks, too, were imported from the East

for the purpose and later were manufactured
in Europe. Wood paneling, also, came to be

utilized, especially oak paneling richly carved

and painted. And all of these devices, tap-

estries and silks and panels, were successful

in creating an atmosphere of comfort in those

rather rigorous rooms.

But all of these took time and skill and ex-

pensive materials, and so their price was high
and they were beyond the reach of all but

the most wealthy. For the householders of

more modest requirements, there were simpler

woolen weaves, known in general as serges,

but even these, because of the price of wool

and the long labor of weaving them by hand,

were costly. There was great need for some

kind of wall covering that would make the

walls look finished and warm and livable and

still not have to cost a forbidding amount.

Paper fulfilled just these requirements. It

gave an appearance of decorative finish and

comfort to a room and still was relatively

cheap. Once introduced, its vogue spread

rapidly. Painted papers, block-printed pa-

pers, flock papers and finally roller-printed
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papers came into the market in ever increas-

ing quantities. At first only a make-shift for

the poorer classes, paper was soon seen to be

so interesting and to have such decorative

possibilities that it quite supplanted all other

wall decorations. Through its own intrinsic

merit it rose from its humble beginnings as the

economical substitute for woven wall coverings

and the more or less successful imitations of

them to a level of artistic importance where it

commanded the services of painters and en-

gravers of note.

A few years ago there was a curious re-

action against papered walls. It was partly

an outcome of timidity. Shaken by the ac-

cepted indictment of our own bad taste we

refused to venture into the perilous problems

of pattern and of color. In evasion we ex-

tolled the beauty of plain walls and in defense

cited the old wood paneling and, more espe-

cially, plain plaster. In calling upon this evi-

dence we conveniently forgot that the panels

of the Fifteenth Century were not unpat-

terned but were carved and gaily painted in

gold and rich vermilion, and the panels of the

Eighteenth Century at their best were usually

pictorial. When we fell back on plain plaster
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we ignored the fact that the old plaster was

hand wrought and quite remote from the bald

mechanical surfaces with hard or gritty tex-

ture that we have recently had the temerity to

expose. With the characteristic irrelevance

of a weakness protecting itself our timidity of

taste also fortified its defense of plain walls by
an appeal to the Craftsman movement, in

spite of the fact that William Morris, the

master craftsman, urged and fostered design

and himself made some of the finest patterns

for wallpapers produced in a hundred years.

Now, bored by this self-inflicted barrenness,

we have turned again to the interest of pattern

and of color and are redeeming our walls from

the mechanical monotony of flat paint.

Wallpaper does contribute to decorative

qualities th^t no other wall covering can give

in quite the same way. It has, in some of its

designs, a freshness and crispness that it

shares in part with printed cottons, but which

it can express even more directly than they. It

gives a more personal character than a silk

brocade, a more intimate and informal manner

to the room, and yet it is seldom frivolous or

trivial. It becomes a coherent part of the

material of the room, one with the walls, as no
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woven fabric ever can, so that it seems solid,

strong and structural, but it is never cold and

hard as any but the most beautifully wrought

plasters unavoidably are. It has besides a range

of character from the gay and whimsical

through the luxurious to the solemn and digni-

fied that is not available in any other material.

This book is a consideration of the dec-

orative qualities of wallpaper first as revealed

in its historical development, second as limited

by its present mechanical production, third

as determined by the requirements of good

design, and fourth as realized in its appro-

priate use.

The characteristic quality of any art is best

revealed in its development. Each stage of

the history of an art is the revelation of a new

phase of its possibilities. When technique is

still tentative the designer is held within

limitations that keep the art true to its own

character. Thus the tapestry weavers of the

Fourteenth and Fifteenth Centuries restricted

themselves to designs fitted to the simple

technique of their art and escaped the later

fallacy of trying to imitate painting. When
technical control is first achieved the discovery

of the new opportunities stimulates the artists
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to their utmost efforts. The early Renais-

sance masters, conscious of their newly ac-

quired mastery of drawing and of pigments,

painted with a brilliance and a power that was

not equaled for many generations. The

novelty of his problems in the new technique

forces the artist, too, to be original. Deca-

dence and its sterility appear only when

mechanical ingenuity has overcome all ob-

stacles and a long tradition has taken the place

of fresh invention. So the history of wall-

paper is interesting not only as the story

of the rise of an art and an industry but

as the progressive unfolding of the decora-

tive possibilities of paper as a wall cover-

ing.

This does not mean, of course, that only

old paper made before the perfection of

modern machinery is decoratively good, or

even that all old wallpaper is good at all.

The chances are perhaps greater that an old

hand-painted or wood-blocked paper will have

artistic merit than that an ordinary machine

product will be of distinctive worth; but dec-

orative success does not depend primarily on

the means of production but on the quality of

the design. It is the beauty of the pattern
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that determines the real worth of any work
of decorative art.

Given good wallpaper of good design, the

final problem is how to use it in order to re-

alize best its decorative possibilities. Every
room has its specific needs. Size, height,

light and character, each makes its own de-

mand. The texture of the paper is an op-

portunity and a pitfall. The way it is put on

the wall—straight, paneled, with dadoes or

bordered—will contribute to its effect. If it

is a period room historical correctness adds a

factor. The successful use of wallpaper as a

decoration is itself an art.

There is at present a revival of interest in

wallpaper as a decoration, and especially in

the old patterns of the late Eighteenth and

early Nineteenth Centuries. However, if this

revived interest is to stimulate the present art

of wallpaper, so that it will universally at-

tain again the level of its great period, it is nec-

essary that there be again a thorough under-

standing of its character, its possibilities and

its needs. This book hopes to contribute to that

understanding and so to the encouragement of

the production and use of really fine wallpaper.





WALLPAPER

CHAPTER I

THE HISTORY OF WALLPAPER

THE SIXTEENTH CENTURY

FRANCE,
England and Holland are all

contestants for the honor of the origi-

nation of European wallpaper, with

rumors of a challenge from Spain; but the

manufacture and use of wallpaper developed
so gradually and from so many different

sources at once, that it is impossible to assign

any one time and place of origin.

Painted papers are the earliest to appear.
There is a record of the payment by Louis XI
in 1481 to Jean Bourdichon, painter and illumi-

nator, of twenty-four livres (approximately

twenty-four francs) for painting fifty great
rolls of paper in blue with the inscription

Misericordias Domini in aeternum cantabo

[I]



WALLPAPER:

and three angels about three feet high who
held these rolls in their hands.

PAINTED PAPERS

In 1507 when Louis XII entered Lyons,

painted and gilded paper was used extensively

for the welcoming decorations.

In neither of these items, however, does it

appear that the painted paper was used as a

permanently attached wall covering. A little

more significant is an English inventory taken

at the Monastery of Saint Syxborough in the

Isle of Shepey, County Kent, in the twenty-

seventh year of the reign of King Henry VIII
—that is, in 1536

—which mentions a set of

chamber hangings of painted paper. Whether

these papers completely covered the wall in

the manner of later wallpapers does not, of

course, appear in the brief item but the term

"chamber hangings" makes this seem probable.

The fact that this paper is mentioned at all in

the inventory shows that it was considered of

some value.

Painted paper appears again in an inventory,

this time a French one, that of Guy de Mergey,
Canon of St. Peters in Troyes. Two great

sheets of painted paper are mentioned showing

[2]
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the Passion and the 'Destruction of Jerusalem.

Again, however, these might have been used

as pictures rather than as wallpaper. Jean

Nagerel, Archdeacon of Rouen, had a paper

of similarly indefinite use that was sold with

his effects in 1570. But whatever the use of

these particular papers, there was evidently a

growing industry in painted wallpapers, for in

1586 in Paris the paper painters' corporation

was founded under the name of the "Corpora-
tion of Domino Makers, Tapestry Makers and

Picture Makers." The term tapestry cannot

refer to the real woven material as the tapestry

makers were already organized under another

name. It evidently indicates the range of pat-

terns the paper painters had come to use, the

textile patterns being almost certainly for use

as wallpaper.

The domino makers had originally been en-

gaged in the business of copying the marble

papers that had been imported into Europe
from Persia, which had become very popular

for facing book covers and lining boxes and

small chests. The term "domino" seems to

have been adopted from the Italian, because

the first sheets of this paper had been brought

into France via Italy where there was a long

[3]
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established commerce with the Near East.

From making small marble sheets the domino

makers went on to the painting of large sheets

of the same designs for wallpapers. The
most active center of the industry was Nor-

mandy, which was the center also of the man-

ufacture of paper, and of another art, closely

related to domino work, toiles peintes, painted

linen imitating woven tapestry. By 1597
there was a sufficiently large group of wall-

paper manufacturers for Henry IV to mention

them in an edict; and by 1599 papers for wall

covering must have been quite extensively

used, for Henry granted a charter in that year
to the Guild of Paperhangers.
The oldest fragments of European wallpaper

that have been found have all come to light in

England. Of these the earliest, from the very

beginning of the Sixteenth Century, was found

in the Master's Lodge, Christ College, Cam-

bridge. It has a rather large scale pattern

adapted from contemporary damask. An in-

teresting Elizabethan paper from the third

quarter of that century shows a design in

panels of the Arms of England, with Tudor

roses, and vases of flowers. Still another

paper from about the same period was found

[4]
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in the old Monastery House at Ipswich. These

early English papers are all block-printed.

Two block-printed papers were found on

the walls of two rooms in Borden Hall, Borden,

County Kent, when it was restored a few years

ago. These papers seem to date from the lat-

ter half of the century, about 1580. Both

were fairly well preserved because for over

a hundred years they had been protected by

wainscot and battening. The more interesting

of the two is printed with a small conventional

flower design, predominantly in black, on a ver-

milion ground with the flowers picked out in

turquoise blue. The paper is rather heavy
and tough in quality. The design is quite def-

initely Indian, closely akin to the design com-

mon on printed cottons of the period.

The earliest specific reference to the man-

ufacture of block-printed paper comes from

Holland. In 1568 Herman Schinkel of Delft

was tried for printing a book that conflicted

with the ecclesiastical law. In the course of

the evidence it was mentioned that Schinkel had

been printing stripes and roses on the back of

ballad paper to be used as covering for attic

walls. The fact that ballad paper was used

instead of sheets made specifically for the pur-

[5]
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pose would seem to indicate that this was only

a casual experiment rather than the work of

an established industry. During this century,

however, there was produced in Holland one

type of wallpaper that was a regularly man-

ufactured commodity. This was a paper
without designs, coated with gold or silver leaf

or with metallic paint. There is, however,
no record of the exact process.

SEVENTEENTH CENTURY PAINTED

AND PRINTED PAPERS

In the Seventeenth Century painted paper
continued to be increasingly popular. The

commonest designs were diaper patterns,

stripes, cartouches and flower designs. Gro-

tesques and cartouches inclosing flowers, fruits,

animals and small human figures were also

very popular. Sometimes the domino makers

became more ambitious, branching out into

landscapes and scenes with figures, even, on

occasion, attempting to illustrate stories with

series of scenes. When, however, they under-

took to explain their illustrations with printed

titles their ambition overreached itself, for the

Letter Printers' Guild brought successful suit

against them for infringement of rights and

[6]
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so they had to discontinue this practice.

In none of these patterns did they attempt a

continuous repeat. Each sheet was painted

separately and formed a separate panel of the

design, not connecting at all with the next sheet

when they were placed side by side on the wall.

Though they were called painted papers most of

the French products in the Seventeenth Century
were really partly painted and partly printed.

The marble papers were, of course, all laid on

with the brush, but in the other patterns a

black outline was printed with a wooden block.

The printing blocks were cut from a design

that was first drawn on a large sheet of paper
the size of the completed panel, then cut up into

squares of a size convenient for the blocks.

Very hard wood was used for these, preferably

pear-tree wood. In printing, the series of

blocks thus made was fitted together and laid

face up so that the design for the panel was

again continuous as in the orginal drawing.
The blocks were then inked with a piece of cloth,

a sheet of paper large enough to cover them

all was laid face down fiat on them and then

rolled with a heavy hand roller. This printed

the outline. The color or colors were brushed

m by hand, water colors or tempera being

[7]
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used. In some cases stencils were cut for each
color and the paint put on with the aid of these

as in any stencil work.

At first these painted papers, which were

probably for the most part rather crudely done,
were used only by country people or in the more
humble houses in the cities. They were not
even sold in shops but were peddled about by
hand. But by the end of the century their use

had extended even to the better class of houses
in Paris, so that Savary des Breslins in his

Dictionary that he wrote about 1700 comments
on the fact that in the whole city hardly a house
could be found that did not have paper on the

walls of one small room, at least.

But in spite of the fact that they were so

generally used almost no examples of them
have come down to us. Because they were

inexpensive they were not taken care of and
were destroyed and replaced without compunc-
tion. Now and then, however, one does find

the remains of one of these papers still on the

walls of an old house, perhaps the best example

being the marble paper on the walls of the

older court room in the Town Hall of Veere,

Holland.

England seems not to have fostered this

[8]
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domino work. She turned rather to different

types of printed papers. Occasionally frag-

ments of these are found. A number of them

are printed in ordinary printer's ink just in

outline. Such a paper, for example, is found

in the lining of a Bible box from the period

of Charles I (1625-49). The design is a coat

of arms surrounded by a running vine with

leaves and flowers not unlike that on the Borden

Hall papers. After the Restoration the use of

such papers was greatly extended. Designs

continued to be small but the simple outline in

printer's ink was often supplemented by one or

two colors printed in. On other papers the

colors were painted in with oils or with

tempera. More elaborate papers were painted

with oils, sized with gold and then dusted

with powdered colors, giving a rough deep

texture.

FLOCK PAPERS

These latter papers were similar in effect to

the flock papers that were greatly in vogue
at this time. A flock paper, or a tontisse as

the French called it, is a paper on which the

design is printed with some kind of glue and

then heavily sprinkled with finely chopped bits

[9]
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of silk or wool so that the material adheres to

the pattern, creating a rather successful imita-

tion of damask or velvet. When the glue is

dry the extra material is shaken and brushed

off and the pattern stands out, well defined

by a kind of nap against the plain background,

giving quite a rich effect.

This flock technique is quite old, having orig-

inated apparently in England. In the ^^'eigel

Collection is a Saint George printed in flock,

a small fragment that dates from about 1425.

The earliest record, however, of the use of

this technique for making wallpapers comes

from France. In 1620 Le Frangois of Rouen

was making flock papers imitating silk weaves

for wall hangings. Rouen wa-s, at that time, a

great center of the silk weaving industry, so

he had any ample supply at hand of the silk

waste to be chopped up for his flocks. Le Fran-

gois was succeeded by his son, who continued

the business for fifty years, and thereafter for a

time by one Tierce, who finally turned from

flock papers to flocks on a canvas ground. For

a time the firm of Le Frangois enjoyed a large

export trade, especially to England, but soon

English competition overwhelmed the French

production. In 1634 Jeremy Lanyer was

[10]
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granted a charter to manufacture flock paper,

and from that time on f'or more than a century

England maintained such supremacy in that

field that the paper came to be known even in

France as English paper. With an ingenuity

worthy of our own advertising-inspired age

Lanyer invented a new name for his product,

Londrindiana, but the technique was destined

long to outlive the name, which perished from

disuse.

In Germany wallpapers of all kinds were

more reluctantly adopted. By 1670 they were

still a novelty, as the comments in a contempo-

rary book prove. When they were used it was

only in the women's rooms and even they were

more frequently hung with cottons or linens.

CHINESE PAPERS

About the middle of the Seventeenth Century
a new influence came into wallpaper decoration.

Travelers, merchants and missionaries went

to the Orient in increasing numbers and,

attracted by the new kinds of art they discov-

ered there, began to bring back quantities of

porcelains, glass paintings and other decora-

tions. Among the things they brought were

sheets of paper painted with gay designs and

[II]
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made up into sets for the walls of rooms. At
first these were regarded only as curios and

seldom if ever used as wallpaper, but as more

and more of them came to Europe they began
to be very popular until by the end of the cen-

tury they were one of the most fashionable of

decorations.

Wallpaper had been used in the homes of

China, especially Northern China, since the be-

ginning of the Seventeenth Century. In that

century all the decorative arts advanced greatly
in China. The new Tartar dynasty of Tsing
had come into power and while the rulers of

this house did little for the rapidly deteriorat-

ing fine arts of the country they did take an

encouraging interest in the lesser arts. Es-

pecially Kang H'si, second Emperor of the

house (1661-1722), fostered the decorative

arts, giving tremendous orders to the great

porcelain works and taking a keen interest in

new glazes and new designs. Wallpaper w^as

one of the decorative arts that rode into favor

on the wave of the Imperial interest.

These papers were painted ; not, of course, by
the great painters but by the artist craftsmen

of which there was a very large number in

China at the time. Ordinarily these crafts-

[12]



Firf'Ti'd and Albert Miisriitn

FRAGMENT OF AN EARLY ENGLISH WALLPAPER, SIXTEENTH TO
SEVENTEENTH CENTURY.



r

>
w
w
o

2
o
a
o
'^

c
c
B
PI

:2

r
N
>



ITS HISTORY, DESIGN AND USE

men had been employed by monasteries and

temples to paint religious scenes, altar pieces
and banners, or by families to make portraits of

their relatives as a commemoration after death.

They were many of them well trained men of a

good deal of skill but they were not accorded

recognition as artists by their countrymen be-

cause of the humble, really commercial nature

of their work, and the lack of inspiration and

idealism in it. Now they added to their other

occupations the business of painting sets of

papers for the walls of the houses of the wealthy

merchants, scholars and government officials.

Their patterns were of three kinds: land-

scape, bird and flower, and scenes of domestic

life. In each of these they were following an

established tradition in Chinese painting.
In their landscape designs they were the inheri-

tors of a long and honored convention. The
word for landscape in Chinese means mountain-

and-water, literally, and the painters for hun-

dreds of years respected this literal meaning,

combining high peaks with flowing streams and
waterfalls in their scenes. In the Sung period

(960-1280) landscape painting had reached

its greatest height. But these paintings were

very abstract, made always with the view to

[13]
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an idealistic and emotional interpretation rather

than as the literal representation of any specific

place or as a decorative design. During the

Ming period landscape painting had become

more and more decorative. Into the black-and-

white ink paintings of Sung there crept more

and more malachite green and strong red, until

at the end of the dynasty the decorative con-

ception predominated. The wallpaper painters

took these decorative landscapes and adapted

them to their own uses, piling conventionalized

peak on peak in strong pure greens broken by
dashes of black ink indicating trees, and quieter

luminous stretches of water. Sometimes, too,

they introduced gay little gold and red pavilions

and tiny figures of richly robed Mandarins

and their ladies. The results were altogether

charming, a rich and characterful decoration

that took Europe by storm.

The bird and flower designs had almost as

old a tradition and a more varied precedent.

Certain flowers were especially dear to the

masters of Sung. The lotus and the peony
were painted over and over again, and the

camellia, too, was delicately but strongly por-

trayed. The birds in which they were in-

terested seem numberless: the kingfisher, the

[14]
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heron, the partridge and many of the bril-

liantly plumed small birds. During the Ming
period, with the increase in interest in the

decorative value of painting, bird and flower

painting had become more and more popular

and more and more colorful so that the wall-

paper painters of Kang H'si found many gay
and varied models to their hands.

Bird and flower designs had been fostered,

too, by Kang H'si's personal interest in porce-

lains. For it was during his reign that the

polychrome wares with their clear strong

flower decorations were brought to perfection.

Many of the Chinese wallpaper designs were

derived directly from the patterns of the porce-

lains that came in Europe to be known as

famille rose and famille verte. There are in

both the same peonies growing out of con-

ventionalized rocks, the same stately roosters,

the same cherry blossoms and butterflies and

grasshoppers. In some cases the wallpaper

painters may actually have copied the porce-

lain designs, or perhaps porcelain designers

copied papers; but probably the similarity is

due mainly just to the fact that both derived

from the same tradition and were working in

the same general established style.

[15]
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All of these bird and flower patterns are re-

markably faithfully and competently drawn.

Sir Joseph Banks, the great botanist of the

Eighteenth Century, commented on their bo-

tanical exactness, and any ornithologist fa-

miliar with the bird life of China can instantly

recognize the different species shown. Truth

was not sacrificed to decoration, but, on the

other hand, the decorative effect was never

destroyed by the literalness, the most delightful

fancy being used in the combinations of the

kinds of flowers, their arrangement and the

attitudes of the birds and insects.

The scenes of domestic life were of more

recent origin. In the Sung period human

beings, except in the occasional portraits, ap-

peared only as minor incidents in a landscape.

The only exceptions were paintings of famous

episodes in the lives of the saints. All paint-

ing at that time was strongly religious in

character. Even the landscapes and the bird

and flower design were intended to convey a

universal meaning, to be a presentation of the

spiritual essence of the things of this world.

Domestic scenes, therefore, were too trivial

and personal to be depicted.

But the Chinese of the Ming period, bc-
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coming steadily less idealistic in their art, were

interested in genre scenes. A whole school of

genre painting grew up and innumerable

paintings of banquets, festivals, picnics, and

even more usual occurrences of daily life have

come down to us. The earlier examples of

these are all done with great realistic fidelity

and many of them are most decorative in their

vivid colorings. Later in the Ming Dynasty,

however, the drawing becomes less realistic.

The figures become abnormally slender, the

heads too small, the hands and feet absurdly

tiny, the shoulders narrow and round. The

human figure, in short, becomes convention-

alized.

While this conventionalization of the figures

in the domestic scenes was a loss to the art of

painting it was a gain to the decorative arts.

It delivered these scenes to the hand of the

designer ready for an easy adaptation to the

needs of his pattern. They were seized

with avidity for just this purpose. The porce-

lain maker put these doll-like people on his

plates and jars, the mirror and the glass paint-

ers used them for their wares, and the wall-

paper painters made them play about the walls

of many a merchant and governor.

[17]
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These papers depicted a wide range of

scenes. Sometimes a room would show
around its walls the illustration of one con-

tinuous narrative. Robert Fortune, the Eng-
lish traveler of the early Nineteenth Century,
notes one such paper in the house of a Chinese

where he was entertained, the paper of one

room telling in detail a long story. In other

cases the episodes were not connected, but

were simply typical scenes of contemporary
life, either indoors or outdoors with a lightly

indicated landscape background. But per-

haps the most interesting papers were those

that showed all the processes of an industry.

Of these the most famous in the Western

world was that showing the cultivation of tea.

The subject seems to have been treated many
times and to have been a favorite in the Euro-

pean market.

These Chinese papers fitted in excellently

with the decorative needs of the houses of

Europe in the late Seventeenth and Eighteenth
Centuries. They gave them an individuality

and variety and intimacy that was a relief

from the rather solemn styles of the Six-

teenth and early Seventeenth Centuries. They
fitted well, too, into the smaller more in-
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formal family homes whose decorative needs

were rapidly coming to the fore with the in-

creasing importance of the middle class.

Whereas, in the Middle Ages and Renaissance,

only the great houses of the nohles and the

gentry or public buildings were concerned with

decorative effects, because the rest of the

world was too poor and too humble to provide

for more than bare utilities, by the middle of

the Seventeenth Century there had arisen a

powerful merchant class congregated in the

towns. They did not want vast castles or pal-

aces, but did want beautiful and livable homes

and had the money to make them. It was this

wealthy merchant class, in direct contact with

the Orient through their trade, that used ever

increasing quantities of Chinese decorations,

porcelains, lacquers, mirror paintings and wall-

papers until the Oriental decoration was a

raging fashion and wallpaper was firmly es-

tablished as a central factor in room design.

These Chinese papers were quite expensive

even in the Seventeenth Century, and as the

vogue for them increased toward the middle

of the Eighteenth Century the prices rose.

In 1694 a set of six sheets appears in the in-

ventory of Marshall Humiere valued at fif-

[19]
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teen livres, and while a livre is equal only to a

franc approximately, and a franc is normally

only about twenty cents, making- the six sheets

worth only about three dollars, the value of

money was then so much greater than to-day
the price is much higher than might first ap-

pear.

GERMAN GAUFRAGE PAPER

Meanwhile there was being produced in

Germany an odd type of paper that was des-

tined to leave no trace in the history of wall-

paper except a few scraps that have come

down to us. This was a paper printed in out-

line in the textile type of design and slightly

impressed into relief, or gaiifragc. Instead

of being printed with wood blocks as all the

contemporary papers in both England and

France were being printed, this German paper

was done with copper plates, a single plate

for each design. The plates were warmed be-

fore the paper was placed on them and then

inked, and the plate and paper together were

put through a copper press. The relief im-

pression and the outline were thus registered

at the same time, the warmth of the plate

[20]
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softening the paper so that the relief impres-

sion would be quite strong. Such papers seem

to have been made in both Frankfort and

Worms between the years 1630 and 1650.

Later, in 1670, the first factory in Germany for

regular wallpapers was established by Johann
Hauntzsch in Nuremberg.

ENGLAND

England, too, in this century tried an ex-

periment in wallpaper printing technique that .

was to be fruitless of results. In November,
169 1, William Bayley received a grant for the

sole use of his invention printing all sorts of

papers and all sorts of figures and colors with

several engines of brass. Why the brass sub-

stitutes for the wood blocks were not success-

ful does not appear, but evidently there must

have been some defect, for we hear nothing

more of them, and English paper continues

to be produced in great quantities by the old

methods.

FRANCE

It was in France that the wallpaper industry

developed most rapidly now under the influ-

[21]
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ence of the increasing popularity of paper as

a wall covering. In 1688 Jean Papillon

started the first great printing house for wall-

papers. His technique was essentially the

same as that of the dominotiers who had pre-

ceded him, the registering of the black outline

with wood block printing and filling in of the

colors with the brush either by hand or with

stencils. A minor difference was that, where-

as the old dominotiers had cut a pattern in a

series of small blocks from a paper pattern,

Papillon used for his work one plank of wood

fully three feet long and sometimes, appar-

ently, drew his design direct on the wood.

But these modifications are not of great sig-

nificance. The important difference between

Papillon and the domino workers was that

Papillon, for the first time in France, designed

and made wallpaper patterns that would join

together and be continuous when the sheets

were pasted side by side on the wall. In this

sense he is the real originator, in France at

least, of wallpaper as we know it to-day. His

product was so successful that he could afford

to maintain a shop instead of peddling it from

place to place as the old painted papers had

been sold.

[22]
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LUSTER PAPER

Papillon has to his credit, too, another in

vention in wallpaper, the so-called luster paper,

though similar paper had long been made in

England. In this paper the design, instead of

being painted or stenciled in colors, was

powdered over with ground-up paints. Papil-

lon's grandson gives the following recipe for

its manufacture:

"To 2 ounces of fish glue heated lukewarm and

melted, add twice the amount of starch well diluted;

stir until there are no lumps and it is all well mixed.

Let the mixture stand until the next day and when it

is to be used heat lukewarm. Then, having sketched

the design in lightly with charcoal, paint it with this

paste; then scatter on it ground-up paint of the de-

sired color and let it dry so that when the sheet is

shaken the powder will remain only on the design."

The process could also be applied to a design

of several colors by painting each part of the

design for each color separately, scattering

that color on it, leaving it to dry and then re-

peating with the next color. Powdered metals

could be used also in place of the colors. This

paper was considered a great improvement on

the domino papers because of the greater

[23]
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depth of the colors and the stronger quality

of the texture.

EIGHTEENTH CENTURY FRANCE

Papillon's device of the continuous repeating

design was immediately imitated by a host of

followers. Most of these were engravers by

profession, map makers and illustrators of

small importance who saw in the new field a

lucrative trade. The first of these was Adam,
who set up his shop in 1700. With him was

Blandin, who made architectural designs for

him. The cleverest of the imitators was

Le Sueur, who had been an apprentice with

Papillon and then set up as a rival with

Vincent Pesant, Blondel and Panseron as his

designers. Pierre Panseron, who was a pupil

of Blondel, had the advantage of being not only

an engraver but a practical architect. After

acting for a time as a teacher of drawing in a

military school, he became superintendent of

construction for Prince Conti and wrote many
books on architecture which he illustrated with

his own engravings.

Other engravers who were in the business of

either printing or designing wallpaper about

this time were Roumier, who, from 1727 on,

[24]
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designed a number of fine great plates of

flowers and ornam.ents; Dufoucroy, who was

on rue Jacob-Saint-Germain; Jean Pillemont,

who had made designs for the GobeHns and

very famous patterns of Chinoiseries with

flower gardens and trellises for the silk makers

of Lyons, and who later became court painter

for both Poland and Marie Antoinette; Mas-

son and his successor Miyer; Basset, Forcoy,

Vaseau and Goupy. Breton, both father and

son, continued to make marble papers. Domi-

notiers who were still producing in the first

half of the Eighteenth Century included

Letourny on rue d'Orleans, Basset and Rabier

in the city of Orleans.

The business of Jean Papillon had mean-

while several difficulties to meet. In 1708 he

was threatened by the Painters' Guild for in-

fringement of their rights ;
but he succeeded in

avoiding legal difficulties. In 1723 Papillon

pere died and left the business to his son. His

son had from earliest childhood been forced to

put aside his ambition to become an engraver

of more dignified subjects and obliged instead

to cut wood blocks, design papers and even to

go out and hang them in the customers' houses.

Consequently he did not feel very enthusiastic

[25]
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about the business. In 1740, therefore, he

sold out to the Widow Langlois, who in turn

left it to her son in 1766. While the business

was in the hands of Papillon's son it had met

and overcome further difficulties in the shape
of threats from the copper engravers that some
of their rights were being infringed. Still

another difficulty now arose in the plagiarism
of one of Papillon's old workmen, Didier

y\ubert, who went into producing on his ow^n

account but used the name Papillon.

ENGLAND

In spite of the success of Papillon's papers,

they still could not displace the English papers
in public favor. The English papers now in-

cluded both the block-printed papers and the

flock papers that had been manufactured there

since 1634. The latter were usually in damask

designs and in one color, generally blue, or one

color on a gold ground. The block-printed

papers of England dififered from the French

papers in that not only the outline but all the

colors, too, also were printed in with wood
blocks. This was done by cutting a series of

blocks for every part of the design, which had

first been drawn on paper, and painted in

[26]
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water colors or tempera, the first block being

for the outline, the second having in relief

the parts to be done in the first color, the

third for the next color and so on until every

part of the design was represented by at least

one block in relief for every color. The parts

of the design that were too delicate to be

cut conveniently and safely in the wood were

laid in with lines and pegs of brass. The

background was put in with a brush. The

outline was then printed. When this was

dry the first color was printed with the ap-

propriate block, the other colors being printed

in order either from light to dark or, if

a bright clear effect was desired, an effect

more nearly resembling fresco, the order was

reversed and the printing done from dark to

light, leaving the high lights clearer and more

sharply defined.

In this process the block is laid on top of the

paper instead of the paper on the block as Pa-

pillion had done. The block is then pressed

down by hammering with a mallet, rolling with

a heavy roller, or rolling between two rollers

on a frame, a simple type of machine used by
the old type printers. The colors used were

very heavy and pasty, usually thickened by an

[27]
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admixture of glue, and were entirely lusterless.

The designs were sometimes in cameo but more
often in full colors and included flowers,

damasks and all types of ornament.

Credit for inventing this method of printing
was claimed by John Baptist Jackson, who had

a factory in Battersea. Jackson, who was born

in 1 70 1, had been apprenticed to the engraver
Kirkall. When he was a young man, about

1726, he went to Paris and worked with Pa-

pillon fils, who, although he had sold his father's

wallpaper business still taught wallpaper en-

graving. It is probable that Jackson learned

the rudiments of the art here but he did not be-

gin to practise it at once. Instead he went into

the more ambitious field of engraving repro-

ductions of the Old Masters, including one of

Rembrandt's Descent from the Cross and a

series of seventeen after Titian and others that

was published by Pasquale in 1745. Perhaps
this kind of work did not pay or perhaps he

was restless for further experiment. What-
ever his motive may have been, the next year,

1746, he entered a factory in Battersea to make

wallpapers and eight years later, 1754, issued a

book on the subject. It is in this book that he

lays claim to the invention of chiaroscuro

[28]
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printing in wallpapers, as he himself calls it.

The book, however, is not conspicuous for the

modesty of its tone, being frankly a self ad-

vertisement fishing for a patron to promote his

business as the Duke of Cumberland had pro-

moted the tapestry works at Fulham. The

claim, therefore, may be part of the exaggera-
tion usually felt to be necessary in ladvertise-

ments. Or his invention may ^consist merely
in substituting oil colors, which he especially

emphasizes, for the customary water colors

mixed with sizing. It is, however, clear that

not all English papers of this time were being

printed in color, for Horace Walpole in a letter

dated 1754 speaks of having his paper painted

after it was hung, but from contemporary ad-

vertisements it appears that painted paper did

continue in use after the invention of color

I)rinting, so this is no reason to accept Jackson's
claim.

Jackson of Battersea did not use his method

to make the continuous repeating patterns that

Papillon had popularized in France. Jack-
son's designs are all for panels to be used in

elaborate schemes, with numerous and varied

borders adapted to the spaces of the particular

room. He is especially proud of his relief

[29]
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effects, suggesting that his prints of antique

statues in niches are a worthy substitute for

real sculpture for those who cannot afford it.

He also suggests paper imitating stucco which

he claims to be able to reproduce most effec-

tively. In fact, his offering is all-inclusive:

"The Appolo of the Belvidere Palace, the

Medicean Venus and other antique statues,

landscapes after Salvatore Rosa, Claude Lor-

raine, views of Venice by Canaletti, copies of

all the best painters of the Italian, French and

Flemish schools, in short, every Bird that flies,

every Figure that moves upon the Surface of

the Earth from the Insect to the Human, and

every vegetable that springs from the Ground,
whatever is of Art or Nature, may be used for

fitting up and furnishing rooms." The book

is illustrated with small color engravings of

statues, architecture, birds and so on as samples
of the possibilities.

It is appalling to imagine the effect of these

papers in place and Jackson's contemporaries
did not all welcome them with unqualified ap-

proval. Horace Walpole speaks of not being
able to endure the Venetian prints while they

pretended to be copies of Titian. In the end,

however, he did succumb to them and used them

[30]
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on his walls. In a letter of June, 1753, he says,

"When I gave them the air of barbarous bas-

reliefs they succeeded to a miracle. It is im-

possible at first sight not to conclude that they

contain the history of Attila or Totila done

about the very era."

It was probably Jackson of Battersea's

papers that were referred to in the following

advertisement from the London Evening Post

of January 8, 1754: "The new invented paper

hangings for the ornamenting of rooms,

Screens andc, are to be had by the Patentee's

direction of Thomas Vincent, Stationer, next

door to the Wax-work in Fleet Street. Note.

These new invented paper hangings in Beauty,

Neatness and Cheapness infinitely surpass any-

thing of the like nature hitherto made use of,

being not distinguishable from rich India paper

and the same being beautifully colored in pencil

work and gilt." There follows a warning

against infringement for fourteen years from

August 1753. "India" was the popular trade

designation for the Chinese imported painted

papers.

By 1750 the English technique of multi-color

printing with wood blocks was brought to its

utmost perfection by George and Frederic
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Eckhardt, who had a shop in Chelsea. Here

they printed not only papers but silks and

linens, too, using the same patterns inter-

changeably for all three materials.

Of the other English paper makers of the

time we know little. ]\Iasefield, who had a

factory on the Strand about 1755, claimed that

he too had a method peculiar to himself "which

surpasses anything of the kind yet attempted."

He advertised Landscapes, Festoon and Tro-

phies, India paper and Mock India paper.

Matt Darley, who engraved some of the plates

in Chippendale's Director, was located at the

Acorn facing Hungerford, the Strand. He
had "Ceilings, Panels, Staircases, Chimney
Boards and so forth, neatly fitted up either with

paintings or stainings in the Modern, Chinese

or Gothic Tastes for Town or Country." He
offered "large allowances for ready money."
The "Modern Taste" perhaps refers to the

floral papers, one of which Horace Walpole de-

scribes in a letter of 1753
—"a blue and white

paper in stripes adorned with festoons."

English papers had always been more highly

prized in France than the local productions but

by the middle of the century, with the incoming

wave of Anglophilmania that influenced all the
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fashions in dress and decoration, it became a

veritable rage. In 1754 Madame de Pompa-
dour herself ordered an English paper for her

dressing-room at Versailles, and in 175^ P^t

another English paper in the bath at Chateau

de Champs. Flock and especially block-

printed papers for the time superseded tapes-

tries for wall decoration.

ENGLISH METHOD IN FRANCE

France herself had by degrees been acquir-

ing this English technique. By 1735 Simone

was making landscapes and verdures in the

flock work, M. N. B. Poilly had begun, also, to

make flocks and in 1730 Boulard had started

the production of block-printed papers in which

one color was blocked in, a method immediately

imitated by shops in Chartres and Orleans.

But none of these enterprises had made any

great impression on the market. In 1750, how-

ever, France began to forge ahead in this

branch of the art. Jaques Chauvan, a former

apprentice under Papillon, invented an im-

proved method in which he printed in the colors

with blocks using, however, not the sized colors

commonly employed by the English workman,
but oil colors. The oil colors had the advantage
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of resisting moisture but did not give the heavy

lusterless surface so much prized. In the same

year Jaques Gabriel Huquier set up a plant for

imitating exactly the English papers. There-

after this method completely superseded that

of the domino workers and of Papillon.

The industry now began to be sufficiently im-

portant to be regulated by ordinance and pro-

tected by taxes. In 1760 a law was passed

establishing nine aunes, that is about 34 feet,

as the length of a roll of wall paper. The use

of rolls in place of the short lengths formerly

employed had only recently begun, Fournier

having been the first experimenter to try put-

ting sheets together to make a continuous

length. In 1765 the French manufacturers

were protected from outside competition by a

tax of 100 sous the hundred-weight on im-

ported papers, while the export tax was only

10 sous per hundred-weight.

France had no sooner taken over the English

method than she began to improve on it. The

English flock papers had always been printed

all in one color on either a ground of the same

color or on a gold ground. In Lyons, Lecomte,

in the early 1760's began to print flock patterns

in polychrome, dusting on chopped silk of one
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color on one part of the pattern and letting it

dry, then doing the next part in another color

and so until he had a very effective imitation

of the elaborate and vari-colored brocades of

the period. These brocade flock papers were

very much admired, apparently with good

reason, judging from a contemporary descrip-

tion. Unfortunately none have come down to

us, probably because they were rather perish-

able. The Literary Year of 1764 says:

The richness and elegance of these papers is

admirable. The colors are very varied and are shaded

with great art. In one are bunches of roses and all

kinds of flowers that give the most delightful and

splendid effect. In another on a striped background
are scattered little bouquets between which a ribbon is

thrown which ties together all the objects and is un-

folded with real grace. In a third there are Chinese

cartouches with figures giving a concert. There are

others more appropriate for dressing-rooms or boudoirs

in the Chinese taste, and others in grisaille with baskets

and garlands of flowers arranged in the most graceful

manner. The price of the papers is fixed and one can-

not bargain for them. The Chinese and that with the

ribbons is 25 cents for 46 inches (25 sols per aune) ;

the rose vine on a satin ground is 35 cents, on a moire

ground 40, the Chinese concert 45 cents. The size of

the rose vine design is 15^ inches (15 pouces, 5

lignes) that of the design with ribbons 19^, and the

[35]
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others 20. These papers take the place of materials at

from 60 to 80 francs for 46 inches and if the materials

do last, the colors fade at least as quickly as the colors

of the papers, and when a material is faded it matters

httle whether it is worn or not.

The patterns described here are character-

istic of this Louis XV period. Stripes were

omnipresent, always undulating in full curves,

simulating in texture and design ribbons, pas-

sementerie, lace and even fur. Moire silk was

newly contrived and very popular. The stripes

were scattered with small bouquets of flowers

and little bows and knots of ribbon. Later in

the reign, the stripes became more purely floral

indicated by a continuous chain of interwoven

branches with their leaves and blossoms. The

colors were those introduced by Boucher in his

painting, high in key, but delicate and very
vivacious—dove gray, rose, pale blue and light

leaf green.

It was at this period that Chinoiseries, too,

were at their height. These quaint and friv-

olous designs of bal masque Chinamen as they

were conceived by the irresponsible imagi-

nations of the French court were specially

favored by Madame de Pompadour. Under

her influence Boucher painted fantastic car-

[36]
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toons of them for both the Gobelins and Beau-

vais tapestry factories, and his lesser followers

hastened to imitate. Madame de Pompadour's

championing of the Chinoiseries may have been

due in part to the fact that she was a patron of

the French East India Company and saw here

a chance to further their interests, for the Pom-

padour was a shrewd and active poHtician, but

fundamentally the reason for their success

went deeper than this. The French court in

its passionate pursuit of pleasure was con-

stantly threatened by ennui, the bete noire of

hedonists. They found an antidote in the un-

familiar and uncertain romance of strange

lands, and in a make-believe life patterned

on that of these strange lands, which they

substituted for the real life that was pall-

ing.

The French interpretation of the Chinese in

wallpaper patterns borrowed little or nothing
from the real Chinese wallpaper that showed

landscapes and birds and flowers. Perhaps
these papers still conveyed enough of the

idealism of their old tradition, even in spite of

their degeneration into decoration, to keep them

immune from frivolous parody. But the

French designers did take hints from the
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domestic scenes, tricking out the doll figures the

better to suit their fancy. It was the lacquer

patterns, however, that offered the most suit-

able material, with bits of silhouette landscape
and architecture framing gay little silly man-
nikins. With these as a starting-point the

French pattern makers created a world of

diminutive Chinese such as never existed be-

fore in any land, garbing them in foolish,

amusing distortions of true Chinese costumes.

They set them down in strange scenes showing
the wonders of India, China and the equally

alluring tropics; scenes compounded of vague

reports, fancy and imagination, for almost none

of the designers could have had first-hand in-

formation of these regions. With delightful

incongruity, they did not hesitate even to

mingle their Chinese with pure French motives,

standing, perhaps, a fancy-dressed Chinaman

on a frilly lace stripe. The variations on the

theme seemed almost inexhaustible and they
were produced in great quantities up to

about 1780, when the vogue began to wane.

Some of the patterns, however, continued to be

printed well into the Nineteenth Century and

there has recently been a strong revival of

them.
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Lecomte's polychrome flocks marked a high
level both in design and in technical achieve-

ment. The shading of the flock colors and the

variety of textures produced, silk, satin and

moire, both indicate a great advance over the

English productions. Unfortunately, how-

ever, the factory did not last long; in 1769
Lecomte died and left it to his widow who soon

gave it up.

It is not surprising that bargaining about the

prices of Lecomte's paper was out of the ques-

tion, for they were relatively low. In 1749

Lady Mary Wortley Montague, w^riting to her

daughter in England from Louverne, said: 'T

have heard of the fame of paper hangings and

had some thought of sending for a suite, but

was informed that they were as dear as

damask, which put an end to my curiosity."

Perhaps Lady Mary was accustomed to

English prices, which seem to have been lower,

for Lady Hertford speaks of having seen

papers at twelve and thirteen shillings a yard,

and others at four shillings, and having finally

bought one at eleven pence. This would make
the paper about twenty-nine sous an aune,

roughly calculated, as compared with the Le-

comte papers at twenty-five to forty-five.
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There probably was, of course, a difference in

quality. The Chinese papers, which were

now being imported into France direct by the

French East India Company, had risen greatly
in price. In 1655 six sheets showing land-

scapes and figures sold for 144 livres—that is

about 144 francs or approximately $28.80, if

the difference in the purchasing power of

money is not taken into account. Another set

of Chinese paper, twenty-four sheets with gilt

ornament and figures, each ten by three and a

half feet, was advertised for sale by M. Martin

in a Paris paper of May 8, 1770, at 24 livres

—about $4.80—a sheet, to be sold all together,

or in sets of eight sheets each.

All the manufacturers at this time sold their

own wares at retail, usually at the same ad-

dress at which they maintained their work-

rooms. But there were also a few retail dealers

who did not manufacture. The industrv had

gone a long way from the days when the

painters themselves peddled their sheets from

door to door. Among the lesser manu-

facturers who had shops at this time in Paris

were Roguie, who in 1754 was on rue du Cloi-

tre-Saint-Germain; Aubert on rue St. Jacques,

the center of the engravers' studios, at
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the Sign of the Butterfly; Gamier, who in

1762 was on rue Quincampoix, at I'Hotel de

Mantoue; Jacques Chereau, who already in

1740 was making experiments in polychrome

printing; Pancet and Daumont, both of whom
were producing in 1770. Among the retail

dealers were Niodot, who had the Song of the

Lark on the old Place du Louvre in 1769; and

Crepy the Elder and Watin, who in 1770 were

both in rue Saint Apolline. Other manu-

facturers and dealers were Lancake, an

Englishman who in 1769 established a factory

for wallpapers made in the English manner at

Carriere with a store for selling his wares on

rue Geoffrey Lanier; the Demoiselle Hennery,
who in 1774 was on the rue Comtesse d'Artois;

Mathon, whose shop was running in 1777;

Windsor, who in 1779 advertised papers im-

itating sculpture and architecture from a shop
on rue Petit Vanguard; and Damier, who had

been on rue Dauphine in the Hotel de Genles

but moved in 1780 to the Hotel de la Grenade

on rue de Bussy. Outside of Paris, Marseilles,

Besancon, and Bordeaux all had factories

using the English method.

Meanwhile the method of hanging wall-

papers had undergone several changes. The

[41]



WALLPAPER :

earliest paper found in place, that of Borden

Hall, 1580, was apparently tacked to the

plaster that filled the spaces between the beams
and the uprights. The usual method in the

early houses, however, seems to have been to

set up a wooden frame stretched with canvas

over the brick or stone walls so that there was
a slight air space between the stone and the

canvas. The air space helped to keep the

paper dry and so to protect it from rapid dis-

integration. By the Eighteenth Century it

was customary to paste the paper directly on

strips of canvas and then tack or paste the

canvas to the plaster. Occasionally in place of

canvas thick rice paper from China was used

for this purpose. Strengthened with this

lining, the paper could even be removed from

the house if necessary. There were for sale

quantities of paper already lined that had been

used, and occasionally today sets that have

been preserved in this way come to light. But

by the middle of the century the practice of the

canvas backing was being discontinued. Mrs.

Delaney in a letter dated June 1750 comments

on this. "When you put up paper," she says,

"the best way is to have it pasted on the bare

wall. When lined with canvas it always
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shrinks from the edges." The practice of

varnishing paper did not become general until

later—about 1780.

Holland about this time, 1768, was pro-

ducing a high-class wallpaper covered with

gold and silver. The manufacturer of this was

Eccard, in The Hague. Twenty years later

gold and silver papers were made in Germany,
in Bavaria, after a process that was introduced

there in 1781 by a Frenchman named de

Couvier.

About this time was established one of the

famous factories of France. Reveillon, who in

1759 had been a paper merchant on rue de

I'Arbre Sec at the Armes de Conty, sometime

between 1770 and 1775 started a factory for

wallpapers in the Faubourg Saint Antoine

with a shop that was both wholesale and retail

on rue du Carrousel, opposite the entrance of

the Tuileries. The factory grew rapidly and

was soon the largest in France, with three hun-

dred employees. It was so successful that in

1784 the title of Royal Manufacture was con-

ferred on it.

Reveillon had the good judgment to sur-

round himself with excellent designers who

produced a very wide range of patterns.
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The discovery of Herculaneum in the middle

of the century and the pubHcation of several

books of designs from the wall paintings there

had brought into fashion Pompeian designs.

Reveillon specialized in a type of paper that

imitated these frescoes very successfully, J.

Frangois Van Dall of Anvers designing most

of this type of papers for him. Papers intro-

ducing architectural ornament were also greatly

in vogue, and with the growing classicism

there was a larger and larger demand for

papers reproducing Roman ornament. Per-

cier designed some famous antiques for him

and the Van Spraendonck Brothers specialized

in designs of marble vases on consols with

bas-reliefs and medallions. Salembier con-

tributed skilful arabesques. Flower designs

continued to be in favor, so Reveillon kept able

flower painters like Joseph Lauront, Mery pere

and Huet on his staff. Others designers who
worked for him from time to time were J. J.

Fan; Cietti or Sietti the Italian; Prieur, one

of whose most famous papers was the Ven-

danges; Paget; Lavalle-Poussin
; Cauvet; the

Rousseau Brothers; Charles Monnet; Joseph

Sauvage of Tournai; and Boissellier. In addi-

tion to the Pompeian and classical designs the
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usual patterns of the period were those charac-

teristic of all the fabrics of the reign of Louis

XVI. Patterns were very small and often scat-

tered with flowers in bouquets, in baskets, in

vases, and various ornaments such as ribbon

bows, medallions and gardening tools; these

last in commemoration of Marie Antoinette's

elaborate pastoral affectation.

Although by degrees the technical difficulties

were being overcome, the wood-block printing

was still at this time not quite perfect. After

all the colors had been printed, it was still

necessary to go over the whole design and

touch it up by hand with a brush. Neverthe-

less very elaborate designs were produced,

Boissellier having designed one for Reveillon

with twenty-four colors. The greatest prob-

lem, however, was in finding the proper

paints. The Chinese papers had absolutely

insoluble colors but in the European papers the

colors had always had a tendency to run when

the wet paste was applied. Finally, in 1783
the Due de Chaulnes perfected an insoluble

dye that enabled the French manufacturers to

use a great number of colors without danger
of the effect being ruined when the paper was

moistened. Reveillon had some difficulty, too,
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in getting the right quality of paper he felt he

needed. To solve this problem he bought a

paper factory at Courtalin-en-Brie and man-

ufactured his own. His product was of such

high quality he was awarded in 1785 the prize

for the Encouragement of the Useful Arts

founded by the famous financier Necker.

Reveillon's factory produced a great number

of papers. They were rather expensive, and

necessarily so, because of the number of work-

men required to maintain the plant and the

growing elaboration of the processes, but

nevertheless they found a wide market. The

large overhead, however, worried Reveillon

and he made an attempt to reduce expenses.

But the attempt was made at an ill-chosen

moment and in an unwise way. In April, 1789,

he announced a cut in half of the wages of all

of his workmen and refused to pay any atten-

tion to their protests. The Revolutionary

spirit was rampant and in a moment his group
of three hundred employees was turned into a

mob shouting for vengeance and destruction.

That day the mob was dispersed but the next

day it returned with undiminshed fury, de-

stroyed the factory and ruined and burned most

[46]



ITS HISTORY, DESIGN AND USE

of its property. Reveillon abandoned the en-

terprise and fled to England.
Reveillon himself in a defense written

during his exile denied that he had tried to

underpay his workmen, emphasizing the fact

that he had himself started life as a workman
and so understood and sympathized with their

difficulties, and citing his payroll in evidence.

His engravers and designers got from fifty to

one hundred sous a day, his printers thirty to

fifty, his porters and general laborers from

twenty-five to thirty and the children from

twelve years old up from eight to fifteen.

Painters who worked by the piece earned as

much as six to nine livres, roughly equivalent

to francs, a day, and certain painters got spe-

cial bonuses of from twelve hundred to ten

thousand livres. He attributed his troubles to

jealousy aroused by his prestige.

Two enterprising Englishmen took advan-

tage of the destruction of this famous house

to create a business for themselves. Their

opportunity was the greater because the war

had cut off all importations from England.
These Englishmen

—Robert, an English mer-

chant in Paris, and Arthur, an English clock-
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maker, who had both had some training in the

wallpaper business under Reveillon—set up a

shop on the Boulevard at the corner of rue

Louis-le-Grand. They specialized in sepia and

grisaille prints and built up a successful enter-

prise. Among their most important produc-
tions were panels with architectural frames and

engravings after famous paintings. Among
others they reproduced in this way several dif-

ferent paintings by Boucher of amorini, works

by 'Delafosse, Van Loo and Fragonard, and

landscapes by Hubert Robert. Their best en-

graver was Ride. During the Reign of Terror

Arthur was guillotined and the firm was then

carried on by his partner under the name of

Citizen Robert on Place Vendome.

Two years after the destruction of Re-

veillon's the firm was revived by two successors,

Jacquemart and Benard. Like their predeces-

sor these manufacturers employed the finest

designers. Prieur, Huet and Percier con-

tinued to work for them, and Boucher fils,

Guerin, Costain, Brocq and probably Fontaine

were all on their staff. But the kind of design
in vogue was changing. Jacquemart put out a

number of papers appealing to the popular taste

by the use of Republican emblems, and he intro-
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duced, also, the papers imitating- draped fabrics

that were much in vogue for the next forty or

fifty years.

Any paper imitating a fabric was a success

at this time. Chouard of Lyons in 1788
introduced one that looked like muslin and for

some years there had been in use designs simu-

lating gathered satin.

Another flourishing house of this time was
that of Legrand. He had a factory on rue

d'Orleans and a retail shop on Place Dauphine.
It was he who issued Andouin's Pompadour
paper in 1797, some of Mery pere's floral

papers and Legendre's medallions and fres-

coes.

Another post-Revolutionary enterprise was
that of Bellanger, who undertook to found two
factories. One was with Dugourc. They
specialized in papers with Republican designs
and in patterns in the antique manner, and no

less a person than Prud'hon, then impoverished

by the political upheaval, made designs for

them. For some reason, however, they soon

went out of business. The other establish-

ment was with Amisson Duperron and this

one continued to produce.
In 1797 there was founded the house of
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Zuber, publisher of many famous papers and

still producing. He established himself at Rix-

heim near Mulhouse, where the factory still

exists. Among his more notable designers
were Mongrie, Rugendas, Hermann, Chabal,

Dussurguey and Dumont. Perhaps the most

prominent and successful of them was Lau-

rent Malaine, who made flower patterns. He
was a skilled flower painter and had been a de-

signer for the Gobelins and later for some of

the silk makers of Lyons.

THE NINETEENTH CENTURY. FRANCE

In 1803 Zuber began to publish a series of

great panorama papers, the first of which,

scenes in Switzerland, was painted by Mongin,
Most of the papers of this series were issued

about 1830 or immediately thereafter and

were designed by Ehrmann, Zipelius and Fuch.

There were scenes from all parts of the world,

tropical forests, mountains, seaports, with and

without figures and incidents. One of the

most noted and enduringly popular is Tsola

Bella, a rich fringe of tropical plants silhouetted

in many clear colors in the immediate fore-

ground against a distant vista.

An establishment that was to become one of
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Zuber's strongest rivals was opened a few

years after Zuber's plant. This was the house

of Joseph Dufour. He had already been in

the business at Macon but early in the

Nineteenth Century moved into Paris and

established himself at 8 rue Beauveau, where he

remained until 1845. He secured a number of

able advisers and designers
—

Laffitte, Mader

pere, Mader fils, Wagner, Portelet, Delicourt,

Fragonard fils, and Alexandre Evariste, who

was a pupil of David and so began his career

as a Classicist but later turned Romanticist.

Dufour was especially noted for his grisaille

papers, the most famous being the Cupid and

Psyche series after a design by Laffitte, the

cartoons of which were painted by Mader pere.

It shows the story of Cupid and Psyche in the

version then most popular, that of Fontaine.

It was first issued between 1808 and 1814.

Macon also did an amusing design for him in

1807 that became quite well known, a landscape

with Indians and Spaniards figuring in various

episodes. This was, of course, a product of

his romantic period. Later Macon came under

the influence of Percier, who was entirely con-

trolled by David and so turned Classicist.

Other famous publications of this house are
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the Adventures of Telemachus, especially

noted in America because of several fine early

examples to be seen here in old houses, and the

series of the Months by Fragonard fils.

Dufour was succeeded by his son-in-law,

Leroy, who continued to publish many of the

old designs including the Telemachus and the

Greek fetes by Mader and who issued also the

Incas of Magon, and Paul and Virginia which

Brocq painted.

Still another firm of the early Nineteenth

Century was that of Dauptain on rue Blanche,

Mibray. When he died in 1811 the work was

carried on under the direction of his widow and

son. His most noted designers were Martin

Polich, Aime Chenevard, and Portelet. The

house issued a wide range of designs including

Moyen Age, Renaissance, Rocaille and Pompa-
dour patterns. One particularly interesting

paper that he published illustrated Moliere's

'Trecieuses Ridicules."

The house of Semon in the Jardin des Capu-

cines was founded in 1810. In a few years his

son succeeded him and took Cortulot as his

partner. This venture lasted only twenty

years, going out of business in 1840.

In 182 1 was founded another one of the
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firms destined to survive through a long and

productive career. The originator of this was
Mader fils, who ah'eady had had experience in

the business as a designer for Dufour. An-
other Dufour employee, DeHcourt, who was
famihar with the technique of production,

joined him. When Mader died, DeHcourt took

over the entire management for Mader's

widow. In 1834, however, Mader's sons were

ready to take up the work so DeHcourt retired

from the firm. In 1849 the business was sold

out to Defosse. Later he took as partner Karth

and the business is still conducted under the

name Defosse and Karth.

This firm has issued many famous designs

including the Prodigals by Thomas Cou-

ture.

When DeHcourt left Mader's business he set

up for himself, but the enterprise did not last

long. In a short time he took two partners,

Campas and Curat, and in the end sold out to

Buzin. For designers they employed Martin,

Wagner, Riesner, Dumont and Ch.-L.

Miiller. In i860 they went out of business.

But in spite of the short duration of this firm

it managed to make a very interesting contri-

bution to wallpaper design. This was a series
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of panel papers some of them so contrived that

the dimensions of the panels could be adjusted

to the proportions of the room. In 1' Elysee,

for instance, each landscape is framed by an

architectural structure overlaid with a trellis

and a blossoming vine that can be moved in or

out to fit the paper, both in height and breadth,

to any particular wall. Another panel paper
of Delicourt's, which is not, however, variable

in dimensions, is that of the Sciences, a very
rich design showing allegorical, pseudo clas-

sical female figures in a setting of arabesques,

flowers and amorini, the two large panels

having each Astronomy and Geometry with

Physics and Chemistry in subordinate positions.

The most famous Delicourt paper was the

great Hunt after Desportes.

Other manufacturers and dealers in Paris

in the early Nineteenth Century were Damiens

in rue de Bussy, Montrille in rue Vivienne,

Jacques Albert, 15 rue du Bac, Gaguet and

Cafifere, 4 Place Vendome, who specialized in

satin papers with a silver luster, Dodard at 25

rue Ferdinand, Legendre on rue Pate-Saint-

Antoine, Cartulat on rue Napoleon, Paulot and

Carre, 5 rue de Reuilly, the Fresnard Freres,

Perigueux, Vitry, Masson and Chicaneau,
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Velay, lo rue Leloir, Vauchelet, Boulanger
of rue Saint Benoit and J. Guillot. On rue

Charleton an Englishman, Henry William, set

up a shop in 1825 where he specialized in those

imitations of wood and marble that were the

beginning of the end of the artistic value of

wallpaper. In Besangon, Bourier was pro-

ducing; in Nancy, Langier and Conolis; in

Caen, Le Flaguais, father and son; in Lyons,

Pignet ;
and in Saint Denis, Richon, who had

two factories. In Vienna there was the house

of Mognat-Perrin and that of Wery.
A quaint product of the early Nineteenth

Century was the commemorative papers. One
in honor of Washington's death was issued, ap-

propriately solemn. It showed a repeating

design of a tomb inscribed ^'Sacred to Wash-

ington" surrounded by an iron fence and

framed by columns and an arch surmounted

with an urn and a mourning eagle. Liberty

and Justice, likewise Mourning, stood at either

side. In front were crossed arms and flags.

It was printed in gray and black to complete

the appropriately depressing effect. Another

particularly interesting paper obviously in-

tended for the French royalists, commemorated

the Battle of Waterloo. The ground of this is
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pale blue with white stripes indicated by a

design of a running- vine intertwined with the

continuously written names of all the generals

of Waterloo written in script in capital letters.

The initials of the reigning monarchs of the

countries involved are in wreaths, while printed

in gold across the top is a border of military

medals.

ENGLAND

In England another amusing wallpaper fad

had arisen. The paneled wall had always been

in favor there, Jackson of Battersea's papers,

for instance, being all in panels, and at the end

of the Eighteenth Century the fashion had re-

curred with renewed force. Sheraton lent it

additional prestige by including several room

designs in his pattern book that sh'owed paneled

wallpapers. Now paneling wallpapers neces-

sitates, of course, the use either of architectural

moldings or of borders. The prevailing pref-

erence at that time was for the paper borders.

It was in the designing of these borders that

new and individual styles were attempted.

Thomas Rowlandson, the noted English cari-

caturist, engraved one set of these borders after
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drawings by G. M. Woodward; The design,

if design it can be called, is a succession of

entirely unrelated sketches with about an inch

of blank space between every two drawings,
each with a caption composed of a quotation or

a bit of dialogue. There is no connection be-

tween the incidents illustrated nor even a con-

tinuous pattern along the edge to hold the se-

quence together. The caricatures are in Row-
landson's typical manner, colored with the

usual pale blue and pink washes. The borders

were printed on sheets, three borders to a sheet

each about three inches wide and a foot and a

half long. In using them they had to be cut

out and joined end to end. In the complete set

there were twenty-four sheets enclosed, loose,

in a folio. The book was published by Row-
landson's usual publisher, R. Ackerman, loi

Strand, in 1800, under the title, ''Grotesque

Borders for Screens, Billiard Rooms, Dressing

Rooms, etc., etc. Forming a caricature Assem-

blage of Oddities, Whimsicalities and Extrav-

aganzas. With appropriate labels to the

Principle Figures." Amusing as these borders

are, as a room decoration they could not have

been an unqualified success, for at a very short
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distance drawings and legends alike would be

undecipherable, so that the effect would be

only of a series of pale detached blots.

More successful from a decorative stand-

point was another similar folio engraved by
Merke after R. B. Davis and published by
C. Random at the Sporting Gallery, 65 Pall

Mall, London, in 18 10. These borders,

similarly printed in sections eighteen inches

long and five and three-quarters wide, were

entitled "New Invented Borders for Rooms etc.,

of Field Sports," and showed various scenes of

kennels, stables, hunts and horses exercising.

Painted in much stronger colors and more con-

tinuous in design, these borders would at least

show from a distance a definite line of color to

outline the panels.

Meanwhile mechanical methods were being

steadily improved. Zuber had added to the

available range of insoluble colors chrome

yellow and mineral blue. The number of

blocks employed was enormously increased.

It was not at all uncommon to cut three, five,

even seven hundred separate blocks for one

series, and Dufour for the Lafiitte-Mader

Cupid and Psyche -set had used fifteen hundred.
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In some later landscape papers the number

went up close to five thousand.

In 1823 a German, Sprolin, who had been

manufacturing wallpapers in Vienna, dis-

covered a way to print rainbow papers, the de-

scendants of the Seventeenth Century marble

papers and to become the progenitor of the

modern blends. The method was taken up by a

cotton printing firm of Ausburg, Schoppler and

Hartmann, who thereafter produced these

papers.

In 1830 for the first time cylinders were sub-

stituted regularly for blocks in printing con-

tinuous repeating designs, an idea adopted

from cotton and linen printing where it had

been in use since 1797, Oberkampf having
introduced it at that time in printing his toiles

de Jouy. In 1835 Bumstead, in England, in-

vented a one-color printing machine. In 1839
this was improved to print four colors. The

cylinders for this were cut in relief. The

machine was run by hand but nevertheless it

could print two hundred rolls a day, an enor-

mous advance over previous production. It

was almost immediately introduced into France

by Isidore Leroy. Meanwhile in France in
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1838 Bissonet had invented another color print-

ing machine. Potter, an Englishman, then per-

fected a machine similar to the cotton printing

machines. In 1844 America got its first color

printing machine shipped from England to the

Howell factory. By this time the number of

colors that could be printed had been multiplied

to fifty-four. By 1854 the machine was com-

pletely perfected and in general use everywhere.
After this wood blocks and hand printing were

used only for special designs of some unusual

importance.

With the perfection of machinery the

making of wallpaper developed rapidly into a

highly commercialized business intent primarily
on improved methods and quantity production.

By 1867 the last of the great scenic papers had

been produced. Textile and conventional de-

signs were again in vogue. In the next twenty

years under the commercial system and the

general deterioration in taste the artistic value

of wallpaper declined seriously. Poor colors

added to the horrors of bad design to produce
hundreds of patterns that had no merit what-

ever to recommend them.

During this period there was introduced an

interesting new type of paper. In 1856 when

[60]



Courtesy E. Weyhe
A PAGE FROM ROWLANDSON'S BORDERS FOR ROOMS AND SCREENS.





ITS HISTORY, DESIGN AND USE

Japan was opened to Western commerce there

was found there a type of paper for walls and

screens that simulated embossed leather. The

paper itself was of very tough quality, made
from the fibers of the plant Edgemonthis

papyrifcra. Three or four sheets of this were

stuck together to make one thickness, giving a

very heavy, spongy material. The embossing
was done with wooden rollers, the printing

being under the direction of the Bank Note

Printing Office of the Government. After

being embossed thin sheets of silver or gold
were laid over the paper. The design was then

stenciled on and, to complete it, the whole sur-

face was then lacquered. The result was a

very rich and handsome paper that found a

ready market in the West.

The commercializing of wallpaper design
and production provoked one notable reaction.

William Morris, at war with machinery and

the degradation of the decorative arts that it

had caused, established in 1861 the firm of

Morris, Marshall, Faulkner and Company at

Number Eight Red Lion Square, London, for

the design and execution of Mural Decora-

tions, whether pictures, pattern work or only
color arrangement, carving, stained glass,
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metal work including jewelry, furniture, em-

broidery, stamped leather and so on. In a year

the firm added to this list of products chintzes,

wallpapers, and carpets. It was in November,

1862, that they attempted their first paper, the

rose trellis design, for which Morris himself

drew the trellis and vine while Webb did the

birds. Hitherto the firm of Morris had itself

done all its own manufacturing and at first

they undertook to continue the policy with wall-

papers. They etched the pattern on a zinc

plate and tried printing with oil colors. But the

method was found to be slow and unsatis-

factory so they substituted instead the tradi-

tional wood block printing with tempera colors.

In this, too, however, they proved not to have

the best facilities, so in the end they consigned

the production of their wallpaper designs to an

already established firm, Jeffreys and Company.
The first Morris pattern on the market was

the daisy design. Thereafter there followed

quite a series culminating in the pomegranate.

Then Morris turned to other interests, but

after a few years he again became interested in

wallpapers and produced quite a large second

group of patterns. In all, Morris made, in

whole or in part, between seventy and eighty
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wallpaper designs or, counting provisions for

different color combinations in the printing,

fully twice that number. All of these Morris

himself supervised most carefully from the

moment the original drawing left his hands

until the finished rolls were ready to market.

When the block cutter had traced his design it

was always returned to Morris to retouch and

he maintained constant supervision of the dye

pots of his manufacturer.

Beside producing designs himself Morris

stimulated other artists to enter the field, the

most notable being Walter Crane,,who has pro-

duced a number of patterns rather in the

Morris manner. On the continent, too, his in-

fluence was felt, in Belgium Henri van der

Velde producing some interesting designs, and

in Germany Otto Eckmann and Walter Leis-

tikow.

The Morris-Ruskin revival of art in England
was reflected again in another charming series

of designs for wallpapers. Kate Greenaway,

painter for and of children, published a series

of Almanacs of her delightful water colors be-

ginning with the year 1883 and continuing

until 1897 with the exception of the year 1896.

Tn 1893 the Almanac drawings of that vear
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were sold to David Walker of Middleton to be

used for wallpapers. They were adapted to

nursery papers that are still in use, the most

charming child papers that have yet appeared.

In recent years abroad there has been some

effort to maintain a small proportion of designs

of real merit to supplement the regular com-

mercial production. Designers of ability and

note have contributed to these patterns. In

England notable work has been done by Hey-
wood Summer, Lewis F. Day, Allen F. Vigers,

C. F. A. Vaysey, G. C. Harte, H. W. Bentley

and J. D. Sedding. In France, Daragnes,

Jacques Klein, Scherdal, Camus, Rene Crevel

and Maurice Testard have shown interesting

designs at the Salons. America has still to

learn the importance of developing and sup-

porting her own school of artist-designers.
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CHAPTER II

WALLPAPERS IN EARLY AMERICAN HOMES

F
OR forty or fifty years after the first

colonists came to America life was too

rigorous and the struggle for existence

too absorbing for them to give much heed to

arts or decoration. Here and there an attempt

was made to build some adaptation of an

English manor house. Indian Hill, in New-

bury, Massachusetts, was built about 17 14;

the Fairbanks house in Dedham dates from

1636; and the Philip English house of Salem,

unfortunately destroyed in 1833, was built in

1685. But these architecturally more self-

conscious attempts were an exception. For

the mass of the people comfort and cleanliness

were the most to which they could aspire.

When they had any household treasures they

were usually pieces brought with them from

their English homes. There was little importa-

tion of additional luxuries until toward the

close of the Seventeenth Century.
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The interiors of the first American homes

were, therefore, very simple. Usually the

walls were whitewashed but sometimes they
were painted with a mixture of clay and water

that gave them either a grayish or a yellowish

tone according to the kind of clay immediately
available. There seems to have been in the be-

ginning no attempt at design or ornamentation.

But the need for decoration soon made it-

self felt. Walls began to be painted with

gayer colors and sometimes there was added a

little border across the top or even top and

bottom, with a running motive down the side,

marking each wall into a panel. These were

painted by amateurs, often some member of

the family who had a little flair for drawing.

They were consequently simple, either the less

evolved geometrical forms repeated without

any plan or composition, or, in other cases,

simple, friendly flowers, daisies, violets, pinks.

But some of these amateur decorators were

more adventurous. Especially on the chimney
breasts they were wont to extend their efforts,

attempting a landscape or a romantic scene.

And in occasional instances these more

ambitious decorations were carried out for

whole rooms, either in the simpler patterns such
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as a repeated running vine, or even with a

sequence of scenes and episodes, making quite

an elaborate mural treatment.

Wallpapers did not begin to come into the

country until the second quarter of the

Eighteenth Century. Even then they were

specially ordered by the individual householders

from their dealers in London or Paris rather

than carried for the general retail trade.

Thomas Hancock, for instance, ordered in

1737 a specially made paper from his stationer,

Thomas Rowe, of London, and in his letter

giving the order speaks of another paper

similarly imported by a friend of his three or

four years earlier. By 1745, however, wall-

paper was in retail stock here, Charles Har-

grave of Philadelphia advertising it in that

year. But certainly it was not in general use

until 1750. By that time it had become enor-

mously popular and a host of merchants in all

the larger towns were advertising new importa-

tions with the arrival of every ship.

In 1765 John Rugar began manufacturing in

New York. The next factory does not appear
until the Eighties, when John Walsh was

operating a plant in Boston. In a few years he

went bankrupt and was brought out by Moses
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Grant. At the same time Joseph Hovey was

printing in Boston both papers and linens and

a little later the firm of Prentis and May
entered the business, soon, however to split

into the separate establishments of William

May and Appleton Prentis.

Shortly after this the manufacture was

attempted by one Peter Fleeson of Philadelphia,

but his firm has left no traces and he seems not

to have had any local competitor until 1789,

when Plunkett Heeson of the same city under-

took a factory.* The next year the in-

dustry began here in earnest. The first impor-
tant firm was founded by two Frenchmen,
Boulu and Charden in association with John

Carnes, who had been American consul in

Lyons. William Poyntell went into the busi-

ness shortly after that and still a third fac-

tory was founded by John Howell and his

son John B. Howell at Albany, N. Y. The
Howells had good practical experience be-

hind them, for they had been in the busi-

ness in England before coming to America.

They started on a very modest scale, using

* Could Fleeson and Heeson be one and the same name?
The confusion can easily be made when the names are written

in a document.
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as a factory a few rooms in their house,

and for some reason soon sold out and moved
to New York City, from there to Baltimore and

thence to Philadelphia. But the business

weathered these vicissitudes and soon became

so firmly established that it still persists to-day
in the hands of their descendants. The original

Howell Factory in Albany was meanwhile

carried on for a time by a man named Lemuel

Steel. In 1800 Josiah Bumstead began manu-

facturing in Boston and in 1810 another fac-

tory appears under the ownership of Mr.

Boriken.

For the really fine papers, however, America

still looked to France and England. After the

post-Revolutionary depression had passed,
wealth had begun to increase and with it the

appetite for expensive decorations and house

furnishings. Good wallpaper sold at high

prices, one room costing at least a hundred dol-

lars with an additional forty for hanging, a

really large amount considering the greater

purchasing power at that time. This grade
of paper America had not yet begun to pro-
duce.

American papers in the middle of the Eight-
eenth Century ran in price from two and five
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shillings a roll or for pictorial sets as high as

sixty shillings. By the close of the century
some papers as high as eighteen shillings a roll

were being manufactured. Imported papers

came in both cheaper and more expensive

grades, ranging in price all the way from four

shillings for two quires to sixteen pounds for

ten rolls.

The taste in wallpapers in the early periods

of America ran to strong and varied patterns.

Even the floral papers chosen seem generally

to have been the more elaborate kinds.

Thomas Hancock, for instance, ordered one

with a "Great Variety of Different Sorts of

Birds, Peacocks, Macoys and Squirril, Monkys
Fruit, Flowers etc.," and not content with that

suggests that the designer add ''more Birds

flying here and there, with Some Landskips at

the Bottom." He specifies a little enviously

that his friend Mr. Waldon had an even

greater variety than this on his paper. And
the earliest extant example still on the wall of

an early American house that is left to us—
that in an Eighteenth Century house at Hamp-
ton Falls, New Hampshire—shows a hunting
scene with the deer and the dog and the hunter

with his horn in a three-tiered pattern.
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Even the locally printed papers were of am-

bitious design. Boston manufacturers adver-

tised patterns of Quaker figures, of Diana, of

War, Peace, Music, Love, and Rural Scenes,

as well as the more usual chintzes, panels and

flocks.

Perhaps the reason for the popularity of

elaborate and illustrative wallpapers lay in the

rather serious Hmitations of the life at that

time. Recreations were few and simple in

character, and America was quite isolated

from the rest of the world. Travel for amuse-

ment was almost out of the question. It was

a matter of several days from city to city and

a trip across the Atlantic was an arduous and

dangerous undertaking, a month's discomfort

under the most favorable sailing conditions,

and not infrequently six weeks or even two

months. Moreover, people at that time did

not have as compensation any such vicarious

experiences as those offered to us by the illus-

trated news supplements and moving pictures.

Even books were not very plentiful, for there

were not convenient circulating libraries to

which to resort.

The amusing and imaginative wallpapers
could help make up for the rather barren and
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repetitious days. If it was travel that you

yearned for you could take long journeys on

your sitting-room walls. In truth, by adding

together the various wallpapers one could have

taken a trip around the entire world. Going
first to Scotland you could have enjoyed the

Scottish Scenes, from there to the Lowlands

to see the Canals of Holland, then on to Paris,

and on one paper have a drive along the Boule-

vard with its multiple incident, and on another

take a tour of the famous buildings of Paris,

see the Madeleine, the Trocadero and the other

important architectural monuments. In Italy

you could make quite a complete wallpaper ex-

ploration, see Rome with her most famous

ruins, Venice with her canals and romance,

and the Bay of Naples with the volcano smok-

ing dramatically in the background. After

that, if you chose, you could take a side trip

to Spain to see the Alhambra, or, even better,

in another pattern mingle with the most ro-

mantic Spanish gallants in a serenading, cas-

tellated world. Meanwhile there were any
number of rural scenes of different types in

which you could loiter if you chose. From

Europe you could plunge into the Orient, to

the Near East first to see GallipoH and the
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Bosporus, get the nice foreign flavor of palms

and camels and mosques silhouetted against the

sky, then go to see the caparisoned elephants

of India and be present at a royal procession in

a land that combined the reputed glories of

both India and China. If you chose to pene-

trate further into the tropics you could reach

a country never before or since revealed to

the tourist eye, a jungle-like forest in which

familiar trees were mingled with luxuriant

palms, inhabited by savages, some of them

dressed like bal masque Indians, others quite

early Roman in their habiliments and given to

classical games of strength.

If, instead of the tropics, you had chosen to

wander more extensively in China, the United

States would not have had as wide a range of

these travel wallpapers to show you as Europe.

The vogue that raged through France and

England for the Chinese papers was only

lightly reflected in America. By the time

America was ready to buy papers production

in France and England was well under way,
and as most of the importing came via Europe
rather than direct from the Orient, European

papers took precedence. There were, how-

ever, a few of the real Chinese papers. One
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could, for instance, see the whole process of

the manufacture of tea on one.

To complete the tour around the world you
would go next to Peru and have as compan-
ion no less a person of distinction than Pizarro

himself. Finally you could end in America

and see the sights of your own country on the

four sides of your room.

All of these papers were not absolutely con-

temporaneous, but they were all made during
the end of the Eighteenth Century and the be-

ginning of the Nineteenth and were all to be

seen on the walls of at least one and in some

cases a number of the mansions of early

America. Most of them were in the northern

states, New England and the vicinity of New
York. In the southern mansions preference
ran much more, consistently to plain paneled

walls, or, if paper was used, an architectural

design or a textile pattern was most frequently

employed. There is, for instance, an interest-

ing paper showing a repeated bas-relief of a

chariot that was found on the walls of an old

house in New Orleans and has been commer-

cially reproduced. Only occasionally are the

picture papers seen in the early southern

homes.
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If in the early days in New England or New
York your taste had gone rather to literature

than to travel, wallpaper would have offered

entertainment here, too. You could have had

a sort of decorative, arrested moving picture

of your favorite story on your parlor walls.

There was here, too, quite a range from which

to choose. The Bible stories were given quite

completely. You could see in one set the Patri-

archs, Abraham offering up Isaac, Joseph with

his coat of many colors thrown into the pit by
his brethern, Noah's Ark, Pharaoh and his

Host in the Red Sea, Rebecca at the Well, and

Moses in the Bullrushes. If your interest

leaned rather to the classical you could have

all the gods and goddesses of Greek mythology,

Aphrodite, Jove, Hermes, Hephaestus and a

host of others great and small. Or if you
wished more incident, you could have the tale

of Telemachus on the Isle of Calypso, an

apochryphal appendix: to the Odyssey invented

by Fenelon and very popular in this country for

wallpaper. Or, even finer in design and ex-

ecution, there was the story of Cupid and

Psyche designed by Lafitte, the cartoons painted

by Mader pere and published by Dufour. For

the more romantic soul there was Robinson
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Crusoe, Captain Cook's Adventures, very real-

istic and cannibalistic, Don Quixote, or, later,

the Lady of the Lake.

For the potential devotees of the rotogravure
sections there were w^allpapers of current or

recent historical events. So you could see all

of Napoleon's campaign in Egypt, a beautiful

and richly colored paper. On another paper
Cornwallis presented his sword to Washington
with a perpetual and reiterated gesture of

defeat, a valuable bit of propaganda for pro-

moting national pride and patriotism. Still

other papers showed horse racing, hunting

scenes, or the daily life of the French soldier.

Most of these pictorial papers were on a very

large scale, the figures two feet high or more

and the panoramas so extensive that one scene

filled an entire wall. Some of them, however,
were done in small scenes, each surrounded

with a formal scroll or floral pattern. The Al-

hambra, for instance, was done in a small

repeating pattern and some of the hunting
scenes were part of a verdure decoration.

Among the smaller scale papers were the

more conventional designs, too. They were

dictated, of course, by the prevailing fashions

of France, but America showed her individ-
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uality by selecting certain types of pat-

terns. The more elaborately delicate Louis

XVI patterns in brocade or Pompadour or

moire efifects were little used, as were the more

extravagant of the Empire and Directoire

periods. America picked out floral designs,

some of the toilc de Jouy types, with small

scenes in grisaille at repeated intervals in

stripes, and occasionally the two-toned stripes.

With the advent of Chippendale came some

Chinoiseries, but Chinese Chippendale was not

as popular here as the more conservative Chip-

pendale designs. As the Nineteenth Century

advanced, floral papers came more and more

to the fore, the wallpapers being a counterpart

of the prevailing modes in chintz, with large

luxurious blossoms, peonies, large, full, bright-

colored roses, or abundantly bearing grape-

vines, often with brilliantly plumed birds

perched on them. The large scale textile pat-

terns came back into their own, too, with a pre-

ference for heavy damasks and velvet effects.

The early Americans were very proud of

their gorgeous wallpapers, and justly. There

is an amusing legend of Martha Washington
in which it is said that the good housewife,

when she was about to entertain General La-

V77]



WALLPAPER:

fayette, was greatly exercised for fear that the

new wallpaper she had ordered to furnish

the house for the occasion would not get hung
in time. The paper finally arrived after

Lafayette was already there. He, seeing

her anxiety about it, offered to cooperate with

General Washington in putting it up. So the

two generals turned paper-hangers.
There is at least this much to substantiate

the legend, a note in Washington's own hand-

writing carefully recording the "Upholsterer's

Directions" that whitewashed walls require

glue whereas otherwise simple paste would do,

"but, in either case, the Paste must be made of

the finest and best flour, and free from lumps.

The Paste is to be made thick and may be

thinned by putting water in it. The Paste is to

be put upon the paper and suffered to remain

about five minutes, to soak in before it is put

up, until all parts stick. If there be wrinkles

anywhere, put a large piece of paper thereon

and then rub them out with cloth as before men-

tioned." Certainly the Father of Our Country
had at some time had occasion to have a prac-

tical interest in wallpaper hanging.

Franklin, too, took a personal interest in the

papers for his walls. Writing to his wife
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from London in 1765 he suggested: "Paint

the wainscot a dead white, paper the walls blue

and tack the gilt border round the cornice. If

the paper is not equally colored when pasted

on let it be brushed over again with the same

color and let the papier-mache musical figures

be tacked to the middle of the ceiling. When
this is done I think it will look very well." The

consideration of having to paint the paper after

it was up refers to a letter of his wife two years

earlier, in which she had complained that in the

Blue Room, evidently just done over, "the paper
of the room has lost much of its bloom by past-

ing up." The dyes were not yet absolutely in-

soluble.

With the revival of interest in all things

early American these papers that early America

imported from France have come back into

their own. Where the originals remain they

are much prized, but originals are scarce.

There has been, therefore, a campaign to

recover the original blocks from which these

papers and others like them were printed, and

new printings are to-day being made. Where
even the blocks have been lost, careful reproduc-

tions of some patterns have been made, either

in the original wood block techinque or, where
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it is possible, in metal rollers for mechanical

production.

Certainly no early American house, especially

in the New England style, whether it be old or

modern copy, is perfect without some of the

old-fashioned wallpapers. They complete the

quaint and straightforward attraction of this

style of architecture, perfect the reproduction
not only in historical accuracy but in spirit and

character. They combine a naive interest

with a sophisticated sense of decoration to make
a wall finish that has at once individuality and

wistful charm.
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THE MODERNIST WALLPAPER

THE
reaction from machine-made decora-

tions and from their neglect of design

and the stupid, repetitious similarity

which had begun with Ruskin and Morris, cul-

minated at the end of the Nineteenth and the

beginning of the Twentieth Centuries in the

Arts and Crafts movement and the development

of what came to be called the Art Nouveau.

The trend was expressed in different ways in

different countries, but all phases of the move-

ment had in common a self-conscious care to re-

vive design, an emphasis on the technique of

production that made itself decisively felt in

design, and a complacent awareness of respon-

sibility for founding a modern style that would

take its place in the historical succession.

In America the tendency was felt in the tran-

sient vogue of Craftsman furniture, with the

accompanying accessories of hand-beaten

metals, hand-woven materials and hand-tooled
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leathers. In Europe the result was a more

ambitious type of decoration, more lasting in

its influence. The movement was strongest in

Munich with a closely related school in Vienna.

The outstanding products were a rather pre-

tentious and intentionally artistic kind of furni-

ture, conspicuously and deliberately different

from all commercial products, simple and mas-

sive, with heavy arabesques and unusual silhouv

ettes, and a full equipment of all minor arts to

complete a room scheme. In color these decor-

ations departed violently from the muddy
colors, limited range of tones and random com-

binations of the usual market wares, using, in-

stead, vivid hues, the less usual shades such as

burnt oranges and peacock blues, and artificially

contrived and rigidly adhered to color schemes.

The color schemes were considerably influenced

by Japanese prints which had been brought to

the fore by Whistler and the Impressionists.

The Munich School of Art Nouveau has pro-

duced numbers of wallpaper designs in accord-

ance with its own ideals. They are usually

heavy in outline to accentuate the printing

method, simplified in drawing to get away from

any taint of naturalism and done in two or

three bright and sharply contrasted colors,

[82]



ITS HISTORY, DESIGN AND USE

preferably the less common shades of orange,

purple, green, and blue. Notable among
the designers are Emmy Seyfried, Adel-

bert Niemeyer, Otto Gussmann, W. V. Becke-

rath, Rudolph Rochga, Carl Weigl, Paul Hau-

stein, Josef Hoffman, Ernest Riegal, Karl

Brauer, Lotte Frommel and W. Zurmiihlen.

In France the Art Nouveau movement has

been led by such really notable decorators as

Galle, Grasset, Dufrene and Follot. These

men have been feeling around for a genuine
and individual style that shall be not only
modern but unmistakably French. Because

they are men of taste and ability they have

produced some interesting and delightful furni-

ture and a few attractive experiments in the

decorative arts. But their work has been, not

really French, but derivative. At its incep-

tion it had an unwholesome reverence for the

Munich School which was older^ better estab-

lished and more prolific, and later it relied too

often on the relics from the past in the

museums, adapting or even copying these.

With these it combined a bastard Orientalism

compounded of, first, the Japanese influence

already operative in the Munich work, second,

the suggestions derived from the costume de-
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signs and stage setting of the Russian ballet

that so captured the Paris imagination, and,

third, of a theatricalized understanding of

Persian art which was rediscovered with great

acclaim in France fifteen or twenty years

ago.

An art so heterogeneous in its materials

could not, of course, found a national style.

Nor could it, as a matter of fact, become a true

style at all. For it was the work, not of a

people building on its past to fill its guiding

needs, but of a few artists working without

background, without contact with their public,

even without cooperation among themselves

and without any clearly defined set of ideals

or program. The most that these men could

produce under these circumstances were a few

designs doomed to remain aloof from the

historical trend as individual eccentricities

without any possible issue.

About 1909 a group of younger men got to-

gether seriously to undertake to build up a

modern French style. These men profited by
the mistakes of their predecessors by avoiding
them. In the first place, they sought contact

with the people and the life of France, both in

their historical traditions and deeplv founded
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habits and tastes and in their current needs

and interests. And, in the second place, they

formulated a set of ideals and a program for

the accomplishment of which they agreed to

cooperate to the full, setting aside personal

fame and gain for the better development of a

modern, national style.

To establish sound connections with French

life this group turned back to the Provinces

where traditions hold and the conservative and

deeply French middle class lives a life that is

continuous with the life of their forebears for

generations, and so is profoundly national.

Here, among the families of this class, they

found still in use the furniture of Louis Philippe

and Napoleon. This style they took for the

starting-point of their design, first because it

was actually in use by the most representa-

tive section of France and so would insure con-

tinuity with the national spirit, second because

it, had proved itself congenial to that spirit by
its long endurance in the people's affections;

and third because it does fulfill the recognizable

common character of the French, their logical

common sense. For these two closely related

styles of design are built of lines and forms

stripped to the bare essentials and composed
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in clear, unmistakable, necessary relations, so

that they bespeak reserve and restraint. They
are as congenial to the hard-headed, exact-

minded French bourgeoisie as their clear, per-

fect language.

So the decoration of Louis Philippe and

Napoleon was one foundation stone that these

younger men found for the modern French

style. The other seems, at first glance, in capri-

cious contradiction. It is the modern school of

painting that issues from Cezanne and has

taken one conspicuous form in Cubism. But

eccentric as the combination of provincial

Louis Philippe and the modern art may seem,

for the purposes of this school it is really

rational, for the style for which this group
is aiming is not merely French but is also

modern. It must express not only the old

French character, but, too, that same character

as it has been shaped by modern life. And the

modernist painting is the spontaneous expres-

sion of modern life. Nor is it really in such

.sharp contradiction to the Louis Philippe of

the bourgeoisie. It, too, seeks the essential

forms stripped bare of the trivial, the acci-

dental, the superfluous, seeks these forms in

their most significant revelations. And too,
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it looks for the absolutely necessary relations.

The rather arid furniture of Louis Philippe

and the apparently bizarre creations of the

new art are two attempts to formulate the work

of strictly schooled rationality.

The men who got together in 1909 to com-

pose this group had already been working

singly, or in informal combinations, at modern

furniture and decoration designs, and been ex-

hibiting at the Salons alongside the older Art

Nouveau exponents. There was Andre Mare,
head and creator of the association, painter

and designer; Duchamps-Villon, architect and

sculptor whose production, that already showed

greatness, was cut short by his untimely death

during the War; La Fresnaye, Richard

Desvallieres, Andre Versan, Richemont-Des-

saignes, Jacques Villon, Paul Vera, J.-L.

Gampart, Marie Laurencin, Madame Lanoa

and Madame Sabine-Desvallieres. Perhaps
the most significant thing about the under-

taking was the fact that these men were not

merely decorators and designers following the

lead of the new school of painting and adapting

it at second hand to the lesser arts, but they

were themselves the creators of that school, the

makers of the art that they were applying.
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For the first time since the Renaissance the

men who were painting the pictures and

modeHng the statues of the prevailing school

of art were also designing the houses into which

those paintings and statues were to go, fashion-

ing the furniture, dictating the fabrics and the

incidental objects. In the Sixteenth Century
in Italy great painters had been architects and

engineers and goldsmiths. In the preceding
centuries in France the relation had been re-

versed, and the craftsmen had painted the

pictures and carved the statues. Either way
the arts keep healthy by a normal continuity.

But since then the so-called fine arts, becoming
more and more snobbish, have drawn ever

further away from the lesser branches, leaving
them to wither and die. Now in the modernist

group the natural cohesion was reestablished

and each could nourish the other.

In 1 91 2 the group undertook to build and

furnish an entire house as an example of their

principles. In this case Andre Mare and J-L.

Gampert designed the wallpapers, but one

of the characteristic features in their organiza-
tion was that their functions were interchange-
able. The furniture designer to-day might be

making book covers to-morrow and the wall-
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paper designer have turned back to architec-

ture. Besides the designs by Mare and Gam-

pert, wallpaper patterns have also been made

by Marie Laurencin, M. Constance Lloyd, an

EngHsh woman who was associated with them

while residing in Paris, Albert Andre, G.

d'Espagnat, Laprade, Lebasque, Barbier,

Carlegle, Dresa, Herman-Paul, Siie, Paul

Vera and Andre Groult, who undertook to

supervise the printing for all of them.

For the most part these men have returned

to nature for the elements of their designs.

Groult has done one or two papers using the

traditional Louis Philippe motives but usually
the Louis Philippe influence has made itself

felt in the papers only in the closely maintained

coherence of all parts of the design, their rigid

rationality and careful adjustment in propor-
tion to the spaces to be filled. The subject

matter has come from nature as seen and inter-

preted by modern painting.

Flowers, singly, in bouquets, and in baskets,

are most frequently used, but fruits too have

been used, either by themselves or in conjunc-
tion with flowers, and birds appear rather often.

The human figure they have only occasionally

adapted. Paul Vera, for instance, showed at
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the Salon des Artists Decorateurs in 1920 a

wallpaper pattern with an all-over design of a

rose-bush, thick with foliage and blossoms, with

birds perched on it, that broke away at irreg-
ular intervals to reveal four different groups of

nudes. But this use of the human figure has

been the exception rather than the rule in the

modernist patterns.

Their rendering of flowers and fruits is quite

different from any hitherto used in wallpaper

design. It is, of course, utterly remote both

from the gross naturalism of so many current

commercial papers, with their heavily modeled

roses and birds of detailed plumage, and from,

too, the more delicate exactness of the old

Chinese papers with their meticulous botanical

and ornithological portrayals rendered in flat

silhouette. But it is also equally remote from

the conventionalization, the imposing on the

flowers of an arbitrary geometric form, of the

late Nineteenth Century, and from the impres-
sionism of the early Twentieth, which used

flowers only as an excuse for blobs and

splotches of color. These modern men have

gone back to the flower itself, looked at it with

respect, reverence almost, without the distort-

ing prepossession of any traditional rendering,
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and then have tried to analyze out of it its most

typical, essential and significant form. They
have proceeded in designing just as they have

in drawing their still-life studies.

The effort to get the essential form has, of

course, led to simplification. In the work of

different men this simplification has taken dif-

ferent forms. In the paper of roses and nudes

of Paul Vera, for instance, the nudes are por-

trayed in outline in long, uncompounded curves

that give a silhouette rather than a detailed

drawing of the human body, a synthetic im-

pression of it. The flowers, on the other hand,

are geometricalized, but it is not the old-

fashioned kind of geometricalizing that im-

poses arbitrarily a formal outline on a flower,

but the new kind of geometricalizing related to

Cubism that starts with the actual shape of the

flower, then gives it form by prolonging certain

lines and emphasizing others, or dissociating

certain sets of lines that have a vivid interrela-

tion, and setting them forth to represent the

flower. In certain other modernist designers,

such as Andre Mare, the geometrical form

evolved from the flower is chosen in such a way
as to make clear the structure or architecture

of the plant. But in every case the flower still
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retains its individuality and, especially, its

vitality.

The simplified forms of the modern school

lend themselves excellently to wallpaper de-

sign. They have, in the first place, the strong

silhouette character that is necessary, in the

second place they are sufficiently clean in out-

line and mass to give an impression from a dis-

tance, in the third place they are primarily

flattened forms, and in the fourth place they

are drawn forms rather than painted forms,

and so can be appropriately printed.

The modernists have completed these well-

adapted forms with clean, vibrant, varied

colors. Vigorous polychromy is, in fact, so

characteristic of the school that when in 1909

Siie, Huillard, Mare and Groult first began to

formulate the style they were known as

*'colorists." But their color, though quite as

strong as that of Art Nouveau designs, differs

from it by turning away from the queer and

unusual shades to the clean, strong tones of

the familiar primary colors, and using them,

not in fixed and obvious relations, but in lavish

variety.

The bigger men and the originators have in-

evitably inspired imitators and it is a fatally
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easy style to imitate. So there have been a

number of modernist and Cubist papers trivial

in style and really meaningless. But some fine

designs have been and are still being produced
both from the French School and from the

very active modernist groups in Germany, and

the unavoidable poor examples constitute no

real criticism of the style, a style that offers

wallpaper designers an opportunity to invest

their art with vitality again by bringing it back

into touch with the current art and life.
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CHAPTER IV

THE MANUFACTURE OF WALLPAPER

THE
mechanical processes of manufactur-

ing wallpaper are very simple. The
usual factory has only three kinds of

machines with, perhaps, one or two variants of

one of them, and these machines themselves are

very simple. A few factories prepare their

own raw materials—make, that is, their own

paper and their own dyes, and in this case there

is added to the wallpaper plant itself the more

complicated plant for the paper making, and the

laboratories for the dyes; but the ordinary

factory buys both paper and dyes, and under-

takes only to print, emboss and prepare for

market their product.

All mechanical wallpaper printing is done on

a cylinder press. In this there is a large

central drum of metal that is covered with a

lining of canvas or, for better work, thick

rubber to make a slightly soft printing surface.

The paper in a huge roll of 1500 feet passes
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off a reel over several small wooden rollers that

serve to keep the tension even, down under this

drum. As the paper passes down under the

drum and around it, a series of cylinders roll

over its surface and print it. Each of these

cylinders is engraved in relief with one part of

the pattern which corresponds to one color,

and they print in succession in such a way that

the registration falls exactly side by side with

no overlapping. Each cylinder is continuously

inked with its own color out of a trough of the

liquid dye which is below the cylinder. In this

trough a small roller constantly revolves to

keep the color mixed, and a continuous porous

cloth, called the sieve cloth, which is stretched

over two or three rollers, passes through it un-

ceasingly, carrying the color up to the printing

cylinder. Thus the printing cylinder is in con-

tact with the always freshly moistened cloth on

the one side, taking the color from it, and with

the steadily moving paper on the other side, ap-

plying the color to that. The number of dif-

ferent cylinders that can register in succession,

and so the number of colors that can be printed

at one run, is theoretically unlimited, but

actually twelve is usually the largest number

of cylinders used, though occasionally there
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are machines employed with as many as

eighteen cylinders.

If the colors of a design are all to be printed

side by side, the entire pattern can be printed

at one run of the paper through the machine.

If, however, one color is being printed on top

of another, as in a colored design on a colored

ground, the first colors must dry before the

second can be put on. This drying is done in

a special machine, which also runs auto-

matically. The paper passes off the printing

machine and falls over a bar run on a carrier

composed of two horizontal beams just below

the ceiling of the factory. The bar moves on,

and the paper is caught again over a second bar

far enough from the first so that when the two

run together, or within about a foot and a half

of each other, the paper makes a long loop

almost to the floor and back. This is re-

peated with the whole series of bars until the

paper is draped in a succession of deep loops

from the ceiling almost to the floor. The

whole series of loops then moves slowly be-

tween the hot boxes, compartments about

twelve or fifteen feet long and the full height of

the room, filled with steam pipes.

In the old type of drier the drying depended
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entirely on the intense heat from these steam

pipes. As a result, a wallpaper factory was a

most unpleasant place in which to work, very

hot, and with the atmosphere saturated with

the heavy steam from the drying papers.

This moisture of the atmosphere also pre-

vented the paper from drying as quickly and as

thoroughly as it should. To correct these evils,

a modified drying machine has recently been

perfected that depends, not primarily on heat,

but on fresh air. In this, the paper looped on

the rollers passes between the hot boxes in the

same way, but the steam coils need to be kept

hot only when it is necessary to dry the paper

very rapidly. For in addition to the coils there

is a large electric fan forcing fresh air over the

paper constantly, and, above, an exhaust pump
removing the steam-saturated air that comes

off of the paper. So the paper is dried with-

out so much heat, is dried more thoroughly, and

the atmosphere in the factory is kept clean and

fresh.

As the paper comes off the drying racks it is

automatically rolled into a large roll. If it

is a design that cannot be printed at one run it

must be put through the printing machine again
to get whatever additional colors are needed.

[97]



WALLPAPER:

If the paper is to be only a printed paper
it is then ready to be rolled into the market

lengths, labeled, and the job is done. If it is

to be embossed, as many papers to-day are, it

must go through some kind of embossing
machine. This may be to emboss the design in

relief or to emboss the whole paper into some
kind of rough texture. In either case the

paper is run through a press between two rolls

the upper one of which has the design to be

embossed in linear relief, and the lower one of

which is made of a rather soft material, usually
a form of paper composition, so that the paper
between the two will receive a deep impression.
If the design is to be embossed in relief the

upper roller has the outline of that design raised

in metal wire, and the paper is accurately ad-

justed so that the outline on the cylinder will

coincide with the already printed outline on the

paper. If it is a general texture that is to be

obtained, the cylinder has on it a series of brass

ridges that vary in design according to whether
the desired effect is a linen finish, a burlap
texture, a grass cloth or any one of a number
of woven qualities.

There are occasional papers that depend en-

tirely on the embossing for their design. In
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these, the relief design is usually very heavy,
and so they require a heavier quality of paper.

Such a relief design may be worked out in plain

white paper, in which case a small amount of

metallic color is sometimes stamped into the

background with the embossing machines, so

that the product is finished in one process ; or

the relief may be employed on a one-color

paper, the embossing catching the light in such

a way as to make it look two-toned. This

latter type of pattern is especially effective on

a metal paper where the light is sharply re-

flected from the relief, so that there is a de-

cided contrast in the two tones.

The cylinders for printing colors may be all

metal or metal and felt. The all-metal rollers

are used, for instance, in jaspe or strie back-

grounds. The cylinders for these have a series

of broken lines attached, and so arranged that

the succession of colors is printed immediately
side by side in narrow lines or small splotches,

the lengths and areas of the juxtaposed colors

varying irregularly so that when finished the

effect is not of a line pattern but of a play of

mottled colors.

The imitation grass cloths are similarly

printed and then usually embossed. The de-
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signs for some of these paper grass cloths have

been obtained by photographing a real grass

cloth and making the printing cylinders directly

from the photographs, so that the paper is

actually a printed facsimile of the real fabric.

Cylinders entirely of metal are sometimes

used, too, for printing the usual patterns. On
these cylinders the design is cast in relief out

of type metal, just as regular type is cast.

This is a very inexpensive type of cylinder to

make, but it is not inexpensive to use for

regular production, because the type metal is

so soft the edges of the pattern soon get

blurred, and the cyHnder has to be remade.

Ordinarily, type metal cylinders are used only

for a special design of which a very small

amount is needed, or for an experimental run

when a pattern is first being put on the market

to see if it is going to be a sufficient success com-

mercially to warrant continued production.

On the usual color printing roller the design

is made of a brass outline filled in with felt.

The brass wire, about a sixteenth of an inch

high, makes a little, shallow well, as it were, into

which the felt in a pasty state is compressed.

This felt dries very hard, making a solid yet

slightly resilient surface which gives the best
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printing, while the brass outline keeps the edges
clean and clear. While such a roller as this

costs about three hundred dollars to make and

the type metal costs only about a third as much,
the more expensive roller is in the end the

cheaper because it never wears out.

The dyes used in the wallpaper printing are

almost entirely synthetic water colors. They
come by the barrel in a pulpy or pasty form and

the manufacturer has only to add hot water

and a certain amount of size, or heavy glue, to

increase the adhesiveness. Metal colors, also,

now come in this form, a comparatively recent

improvement that makes the production of

papers with metal colors much cheaper and

easier than it was two decades or so ago. If

the design requires an especially dense or

brilliant color a small quantity of aniline dye is

sometimes added. A few papers, such as some

of the leather effects, employ oil colors, which

are more expensive but are also more durable.

The flock papers are made by the same type
of machine as the printed papers, but instead of

being registered in colors the design is printed in

a kind of glue, and while the glue is still wet the

paper passes under a box from which the

chopped or powdered wool or silk is sifted
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heavily down onto it, then it passes over another

simple machine which shakes it sharply, thus

knocking off all the extra flock.

Most papers, w^hether printed, embossed or

flock are made on a white or ecru-colored paper.
If a colored ground is demanded, this is printed
on with a plain roller. But there are a few

kinds of paper that are dyed in the pulp. The
commonest of these are the oatmeals and the

crepes. Pulp dying usually gives, of course, a

one-colored paper but certain pulp-dyed crepe

papers have also a two-toned, blended effect.

In addition to these common processes there

are a few special processes used to give a satin

finish, a moire effect, a glazed ground, and so

on, processes that have to do with the finish

of the paper. There are, too, a few secret proc-

esses for making especially heavy flocks or

giving certain unusual texture effects. But

all these are only variants of the fundamental

common methods of printing and embossing.
When the paper is finally finished, and this

seldom requires more than three treatments

and is often finished in one, it is rolled off the

large roll into the regular market lengths, eight

yards to a roll or sixteen to a double roll.

There are a few papers, too, of the more expen-
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sive grades that are sold by the yard. The final

reeling can be done automatically but is often

done by hand. When the reeling is done by

hand, the paper is marked every eight or six-

teen yards in the last process to indicate to the

operator when to let down the knife to cut off

the length. If the last process has been emboss-

ing this mark is a small tear by the embossing

machines, if printing a little blotch of color.

The final rolls then have the manufacturer's

label, which also serves as a wrapper, attached.

On this label is noted both the number of the

design and the number of the run, for in every

new run or printing there is apt to be some

slight variation in color so that it is impossible

to use some rolls of one run and some of another

together in one room.

As to the designs for wallpapers, the Ameri-

can manufacturers get them here, there and

everywhere. Few, if any, of the factories

maintain their own designers. They count on

buying their patterns from outside artists.

There is a healthy tendency to use the museums

for historical designs, especially for the textile

patterns that are so useful and so popular.

The manager or owner of a factory, browsing

through a gallery, will see a pattern that appeals
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to him. He calls on some draughtsman who
has worked for him before to make a drawing
of it, and together they make any adaptations

that may be necessary for the mechanical proc-

ess. The number of designs needed by the

wallpaper trade is enormous, for the combina-

tion of our commercial system and the fickle

and untrained taste of the public operates to

create a constant demand for new patterns, so

that a few are continued for more than two or

three years and many last only one season.

The rapid change in designs is exceedingly un-

fortunate for it means that the manufacturers

cannot afiford to pay high prices for them, and

so no artists of great ability are attracted to

the field. So the designs remain for the most

part decidedly inferior in originality.

The method of marketing wallpapers, too,

operates against its best artistic development,

for the public has no opportunity to express

directly its preferences and so make any

improvement in its taste felt. It must take

what the wholesaler and the retailer are will-

ing to offer it, and the wholesaler and the

retailer are business men, tight tied with tradi-

tion, and constantly haunted by the conscious-

ness of their financial risks. But in spite of
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these difficulties the taste in wallpaper is con-

stantly improving and there are now on the

American market a number of designs of real

quality and distinction.
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CHAPTER V

THE PROBLEMS OF WALLPAPER DESIGN

IN
making the pattern for a wallpaper the

artist must never forget that it is to be the

decoration of a flat surface that will be part

of the structure of the room. From these two

points, the flatness or the surface and the struc-

tural function of wallpaper, follow the most

fundamental limitations and requirements of

the design.

Because the surface is flat the design cannot

be either in high relief or in deep perspective.

Drawing or coloring that will give the effect

of heavy modeling contradicts the appearance
of a plane surface and at the same time weakens

the effect of the structural firmness. Simi-

larly, remote vistas in a landscape paper disturb

the necessary straight rigidity of the wall. If

the design is in relief, as some flower designs

as well as designs of architectural ornament

are, the apparent depth of it should not be any

greater than the depth of wood carving or that

of a bas-relief. These being actually struc-
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tural materials they are a good guide to the limi-

tations of paper design where the appearance,

only, and not the fact of structural integrity

must be maintained. If the design is in per-

spective, the best guide is the tapestry of the

Sixteenth and Early Seventeenth Centuries,

when perspective was admitted in the cartoons

as a necessary feature of the illustrative scenes,

but was formally and decoratively treated by

being reduced to a fixed number of planes pat-

terned one above the other in quite clearly in-

dicated strata. In this conventionalized per-

spective diminution of size only is regarded, the

vagueness of atmospheric perspective being dis-

regarded except for a heightening of the color

key. So each plane is represented as an

irregular, horizontal stripe, decorated with

clearly drawn trees, flowers, and buildings.

Thus both the decorative richness of the textile

and the flatness of the surface are maintained.

Again, because of this necessary flatness in

effect, the design must avoid any blank spaces

that will give the appearance of holes when the

paper is in position. Particularly the semi-

conventionalized, all-over flower and verdure

patterns are in danger of breaking away into

empty spots that look like perforations or large
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moth holes, giving the exceedingly unpleasant
effect of a riddled wall, an effect that not only

conflicts with the flatness and solidity of the

wall, but destroys also that protected feeling

of inclosure which we seek in a room. For sim-

ilar reasons, such designs must be quite evenly

distributed, not concentrated at certain points

and thinned out all around them. A contin-

uous design, that is, must be perfectly contin-

uous to succeed.

The need for continuity, moreover, makes it

imperative that the unit of repeat in an all-

over pattern be not too clearly delimited. It

must be so contrived that it runs along, without

stopping or hesitating, into its repetition.

Otherwise the wall will seem to be broken into

sections, an appearance running counter to its

structural rigidity. Moreover, if the starting

and stopping points of the unit of design on all

four sides are not concealed, the paper will hold

the attention of any one sitting in the room to

its persistent reiteration, a most annoying kind

of insistence in design, like that of a tune run-

ning unbidden in your mind, which destroys the

comfort and beauty of the room. So the artist

must manage his pattern so that it is coherent

not only within itself, but with the next repeti-
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tion of Itself, also, and, what is even more dif-

ficult, with the other repetition of itself that

will be beside it when the widths of paper are

pasted on the wall. One of the most success-

ful ways of concealing this joining of the width

is called drop-repeat in which the unit of design
in one strip begins at the center of the units on

the strips at either side. When the pattern is

not an all-over design, but is made of sep-

arate units, such as individual bunches of

flowers on a plain background, or on a conven-

tional background, continuity is maintained by

spacing the units so that the intervals between

them will not be too great. If they are set too

far apart the pattern will have the unpleasant

appearance of seeming to stop and start again
with every repeat.

Structural fidelity makes other demands on

wallpaper design. The design, for instance,

must seem to cooperate with the rest of the

wall in supporting the ceiling. This is the

advantage of stripes, or of any arrangement
that suggests stripes. The recurrent vertical

lines carry out the work of uprights holding
the ceiling in place. But even in an all-over

pattern this same vertical emphasis must some-

how be implied. A continuous design, for in-
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stance that broke up into predominantly hori-

zontal lines would be quite impossible.

It was partly a feeling for structural fidelity,

and partly an analogy from the world of nature

that made Walter Crane insist on the impor-
tance of having a wallpaper design grow up
from the bottom and spread out laterally as

it grows. A design that seems to drip down
from the top, such as, for example a wistaria

vine in blossom, falling from a trellis, with no

evidence of supporting trunk or pergola frame-

work, would be disturbing and hence un-

attractive, both because it would contradict

our usual experience and expectations and be-

cause it would have no indication of the con-

struction of the sustaining wall.

Walter Crane has pointed out also this use

of structural lines in ceiling papers. The

design of a successful ceiling is, from this

point of view, difficult, for you have a large

flat surface held up only at the sides. Yet if

it is going to be pattern at all, it is logical to

put decided emphasis at the center where,

structurally, it would be too weak to stand the

greatest weight. So, in our design, we have to

solve this apparent contradiction. The most

satisfactory solution, as Walter Crane points
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out, is to let the framework of the ceiling ap-

pear in the pattern, trace with some emphasis

the beams and joints and their interrelations,

or make your divisions into panels, or radiate

your main lines from some definitely indicated

structural center. The type of ceiling that

Sheraton has designed is also sound, with no

ornamentation in the center except possibly a

fine strip that does suggest the construction and

the weight of design in borders near the edges.

With high relief and deep perspective ruled

out, and continuity through the repeats and the

emphasis or structural lines insisted upon, we

have only the bare skeleton of wallpaper design.

With what is the skeleton to be clothed?

Primarily with natural forms or with these

same forms conventionalized. Leaf shapes,

buds and flower patterns, the branching of a

vine, these are subjects of textile ornament of

all kinds. They may be conventionalized

almost beyond recognition, and the conven-

tionalization may have been determined by the

translation of the pattern into some particular

medium, stone or wood carving or a woven

fabric, but behind those superimposed forms

there will still be the natural object. These

natural objects, with a few simple geometrical
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shapes, the triangle and the circle and their

parts and combinations, and the elaboration of

these into such traditional patterns as guil-

loches, are the available materials for wall-

paper design.

Ingenuity has been stretched to the utmost to

find new subjects in the world of nature. The

simpler flowers have been repeated unnumbered

times and in every possible form and combina-

tion, roses and daisies and fruit blossoms, from

the Seventeenth Century on. The common wild

flowers, buttercups and cowslips and marguer-

ites, had their day in the early Nineteenth Cen-

tury, but they persist still in papers that want

to be ingenuously old-fashioned. The grape-

vine was popular then too, and the peony, which

first came into use in the Chinese -papers of the

Seventeenth Century. Irises and daffodils ap-

pear from time to time and in more recent days
the more sophisticated hothouse plants have

been introduced, especially the delicate and

naturally beautifully patterned orchids. At

least one ingenious designer has discovered the

multiple possibilities in the fungus realm and

made patterns of toadstools and the feathery

coral mushroom. Trees and their foliage are

an inexhaustible standby.
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The beasts have been added to the flowers.

The birds are the most generally useful.

Pheasants are too gorgeous to have escaped an

endless reiteration, beginning with the old

Chinese painters; and -the parrots and their

exotic cousins have been in demand ; but the less

obvious birds have been as popular, the robins

and the finches and the humming-birds. The

larger animals are a bit more difficult to handle

but they are an important part of many of the

landscape papers and a recent paper from Eng-
land has experimented with the French Gothic

mille Ueurs- type of pattern, with little animals

running through a thickly flowered wood.

Designers have searched, too, through the

history of design for inspirations. Almost no

type of textile has been overlooked. An in-

teresting paper has used one of the character-

istic Byzantine designs with opposed figures in

a circle such as are found on the remaining

fragments of Tenth and Eleventh Century silks.

Another has repeated without elaboration or

adaptation a familar heraldic lion. All the

types of damasks, velvets and brocades of

Europe of the Seventeenth and Eighteenth
Centuries have been repeated in paper, both

flock and plain printed, at the time of the fabrics
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themselves and, in modern days, in the machine-

made products. Cordova leather has been

reproduced both exactly and in adaptations.
The verdure tapestries have provided both sug-

gestions and completed models. Cotton and

linen prints, both the simpler calicoes and the

more elaborate chintzes, have been fruitful

sources for two hundred years, sometimes the

paper being printed directly from the same

blocks as the linen. Tiles of many types have

been used. Lacquer work has been simulated

in both design and finish. Suggestions have

been taken from Chinese porcelains. And, of

course, all types of architectural ornament have

been called upon, frescoes being especially

adaptable, but bas-reliefs, carved moldings and

the abstract conventionalized designs that are

heritage of this ancient art coming into play
also. The scenic papers have found ancestors

in mural decoration, tapestry and even in book

illustration.

But though the designer can appropriate
from almost all the arts, and nature too, he must

usually refashion his material to the needs of

his particular technique. If he g'oes direct

to nature, even though he eschews conven-

tionalization he cannot be unrestrainedly nat-
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uralistic. He must formalize his plants, must

not have, as Walter Crane points out, too pic-

torial or too sketchy a treatment, for this con-

flicts with the necessary repetition which gives

the pattern an unavoidable formal character.

And the pictorial or sketchy treatment would

be unpleasantly at variance, too, with the

mechanical method of production. Moreover,
the designer must fit his natural forms into a

systematic plan. Usually this plan will take the

form of a geometrical substructure, but if it

is not so rigid as this, there will at least be a

completely thought out and coherent arrange-
ment. Even the individual sprays must be

fitted in to a definitely planned form, with an

enclosing outline clearly indicated when not

actually drawn.

William Morris is particularly insistent on

the importance of this underlying structure of

the wallpaper design and has worked out with

great care the possible variations that can be

used for it. There are, he says, three qualities

to be sought in any pattern
—

beauty, imagina-
tion and order—and of these the most impor-
tant is order, for without that neither the beauty
nor the imagination is visible. This order

can be arranged in any one of four general
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forms : stripes, checkers, draper patterns, or the

continuous growth of the Hnes. In a pattern
that is striped or suggests stripes the beauty
will depend fundamentally on the proportions of

the stripes and the interrelations of the colors.

If they are undecorated stripes the sheer beauty
of the material, the texture effect of satin or

moire, for instance, will be important. A
checkered pattern is also a problem in propor-
tion and color. When you get to the more com-

plicated diaper patterns you have a wider range
of possibilities and, in consequence, a more

generally applicable type of scheme. The

diaper may progress in circles or it may be

floriated, it may branch on the diagonal or form
a diamond network. These forms will, of

course, be especially valuable for trellis patterns
but they also underlie many all-over patterns.
The principle of organization by the contin-

uous growth of lines is the basis of most of

Morris' own designs. He believed that it was

by far the highest type of arrangement. He
derived the idea from his Gothic study of art.

In Gothic pattern he found that interrelation

of curved lines developing from each other by
the necessary force inherent in the lines bound

together the parts, instead of the commoner

[ii6]



ITS HISTORY, DESIGN AND USE

and more obvious devices of mere contiguity or

interlacement that are used, for instance, in a

great deal of Renaissance and Classic design.

When lines do spring from each other by their

own power of growth, the resulting pattern
will not take the more obvious geometrical

shapes. This is especially desirable in wall-

paper design, because the paper is going to

be spread flat over a large unbroken space,

and the skeleton must not show through too

clearly. Moreover, you will, of course, on

this so-called base of design, have a much freer

development and a much wider range of possi-

ble patterning. Only, the danger is that free-

dom may become license and the lines spring
with so little force of necessity that the pattern
becomes over-complicated and confused. The

designer who is going to free himself from the

more rigid substructures must have a sensitive

feeling for the quality to prevent himself from

wandering at random and so getting lost.

The effect for which the wallpaper designer
is striving is a pattern in silhouette. A design
that plays entirely on mere color masses with-

out specific form or outline, unless it be a blend

which, in this sense, is outside the realm of pat-

tern, is not appropriate, because it belies the
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formality of a repeated pattern and denies the

mechanical technique of the production. Wall-

paper printing is a kind of engraving and the

basis of all engraving is line. To omit Hne

and resort direct to color in a sort of limitation

of painting is to lose the values of the one art

without gaining those of the other. Any art

that oversteps its own technical limits, no mat-

ter how remarkable the virtuosity, sacrifices its

own qualities and is at best only an imitation

of the other art. So wallpaper being one of

the engraving arts must rely fundamentally on

line. But, on the other hand, a wallpaper

design cannot depend entirely on line, for that

alone would not have structural strength

enough, nor would it have sufficient mass and

continuity to cover the wide surfaces. Mere

line would also fail ta carry across a room.

So wallpaper design must, like its parent art

tapestry, take the intermediate resource of sil-

houette, color areas clearly defined by outline.

Because it is an art of silhouette the quality

of the outline in a wallpaper design will be all-

important. The outline need not, in all cases,

be actually drawn—color boundaries in them-

selves constitute lines—but whether drawn or

not it should be clear, clean and definite. A
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blurred outline will lose the clarity of silhouette,

making it an uncertain approximation to a

color spot, and confusion of aim is always dis-

tressing in any art. A vague outline will be

baffling and irritating. To avoid indefi-

niteness, it is desirable when there are a

number of colors overlapping to have the

boundary lines actually drawn to keep every
color in control.

When the outlines of a design are drawn they

may be either regular lines of an unvarying
width and heaviness, or they may vary in width,

increasing and decreasing to meet the needs of

the design. The regular, even outline is es-

sential in geometric and architectural patterns

and sometimes in the more conventional render-

ings of natural forms. The varying outline is

usual in naturalistic designs. But whichever

type of outline is used it must be used consis-

tently throughout the entire design. A formal

pattern that includes some flowers, for ex-

ample, cannot be drawn through the formal

parts in regular even lines then have the flowers

rendered in sweeping, irregular outlines. They
too must conform to the regular outline to be

consistent with the rest of the pattern.

An outline can often be emphasized without
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complicating the pattern by using a white

marginal line. That is, the blocks or cylinders
are cut in such a way that the color falls short

of the outline by a minute fraction of an inch,

leaving an infinitesimal white strip between the

color and the outline. When this is done, how-

ever, the space must be regular enough and

wide enough to be clearly intentional so that it

will not appear as a defect in printing.

Another type of emphasis that can be used is

the white break at the junction of outlines, a

particularly happy device because it makes clear

the technique of the printing. Still another

variation in the effect of the outline can be ob-

tained by taking a hint from Gothic tapestries

and instead of the usual black outline using a

brown line which gives a softer and richer

effect. Again, when the color of the design

falls against a background of another color in-

stead of against a white or neutral ground, the

transition to the outline can often be made with

better results through a narrow margin of a

lighter tone of the same color. That is, if a

red rose lies against green leaves, a little line of

lighter red can with advantage be left just out-

side the outline of the rose.

In a design using human figures, such as
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many of the landscape papers and some, also,

pf the more conventional and repetitive

patterns, the requisite clean, strong silhouette

can be obtained by presenting the figures in

their broadest, flattest attitudes. In devising

these attitudes Greek bas-reliefs and Gothic

tapestries are the most suggestive models. Of

course the rule would seem to require that every

personage in the design stand either directly

facing or directly back to the spectator. But

this would make a monotonous and inflexible

effect. The designers of the bas-reliefs and

tapestries knew how even to distort figures to

vary the attitudes and yet keep the breadth of

outline, without having them appear unnatural.

So a man in profile will have a body almost if

not quite directly facing the spectator, yet so

cleverly is the adjustment managed that the

distortion does not seem uncomfortable. It is

a nice bit of technique worth observing.

The lines of a wallpaper design must have,

aside from their representative function, aside

from the part they play as stems or tendrils or

outline of leaves, vitality in themselves. They
must never be vague or wandering, uncertain in

curve or direction. They must never become

exhausted in a faint trail or waver, nor must
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they keep on going when they seem to have con-

sumed their original impetus. Even when a

Hne ends it should look as if it had still great

capacity for further growth. When one line

builds on another in a continuous pattern the

lines must never appear to sprav/1, nor should

the pattern grow too far from its original sup-

port so that the sequence is in danger of falling

apart. All these injunctions are of the

practical wisdom of William Morris.

In the drawing of curves or arabesques the

wallpaper designer can get valuable hints from

old Persian carpets, especially those of the Six-

teenth Century. In, for instance, the cloud

band patterns on Sixteenth Century Persian

carpets, the curves have a vivid vitality. This

comes from their continuously asymmetrical

development. In perfunctory drawing we tend

to fall into a regular symmetrical form. The

same line drawn with interest and verve, on the

other hand, shows new movement at every

moment and so, in the case of a curve, develops

a rapidly changing system of tangents. It is

this energy of line that makes one of the great

differences between vital design and mechanical

design. The degenerate Ispahan carpets of the

late Seventeenth Century illustrate the point
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by contrast ;
for in these, the same cloud bands

that in the pieces of a century earlier had snap-

ping movement now are dead and sluggish,

following a regular, absolutely even curve.

Above all, in wallpaper design, it is im-

portant for the paper not to develop any ac-

cidental forms or lines, when the repeated

pattern is placed on the wall, that the designer

did not originally intend. This happens often

in the ordinary wallpaper. Continuous stripes,

vertical, horizontal, or, most common of all,

diagonal, appear where none was meant to be.

Or in some cases the lines of the pattern enter

into new combinations and relations to form

unexpected objects. A cat sitting on a back

fence is revealed where the curve of a tendril

touches the trunk of the next vine, or a hideous

old witch peers out from behind a rose cluster.

These secret worlds in the wallpaper can be

very entertaining for the sick-a-bed but they
can be maddening when they haunt the rooms

day after day. Charlotte Perkins Oilman has

a very convincing story of the insanity that

came from an insinuating pattern on the wall.

Since wallpaper must, in general, be seen

from a distance and serve as the background
for other decoration it is desirable that the
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pattern fall together into rather large masses.

Little bunches of flowers, for example, must be

contrived so that they can merge into a general
color effect when seen from across the room.

If a stripe is decorated with a chain of field

flowers, that must appear as a stripe of a

general tone when the pattern is too far from

the eye for the particular blossoms to be dis-

tinguishable.

But though the pattern must be effective in

mass it should at the same time profit by rich

and delicate detail. Since wallpaper design is

a linear art it holds within it the possibilities

of very nice detail. Alinor incident in rich

abundance will enrich the effect of the whole,

provided it is not allowed to over-complicate

and so confuse the main outlines. And it will

be less likely to confuse the silhouettes if it is

cleanly and crisply drawn as it should be.

An important device for enriching the design
of a flat surface without destroying either its

flatness or its mass effect, and also without

losing its unity, is the pattern on two or three

planes. Here again Persian carpets are the

finest prototypes. The main design in the

great carpets of the Sixteenth Century is often

carried out on one scale and in one set of color
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values. This design makes in itself a com-

pletely interrelated whole. But it does not fill

the entire surface. Secondary and supplemen-

tary to it is another pattern carrying out the

same motives and the same general movement

but, usually, carried out in a somewhat con-

trasted rhythm and in a smaller scale and

lighter color values. This, too, is a continuous

whole, but it also serves to weave closer to-

gether the main design. Sometimes, also,

there is a third intermediate level of sparser

pattern that plays through the mesh of the

other two, echoing them. But the third level

is extremely difficult for the designer to handle

without producing confusion. The two-level

pattern, however, creates a full and interesting

decoration, helps to make a large scale design
less obtrusive.

The scale of a wallpaper pattern is deter-

mined partly by architectural requirements,
and partly by the mechanism of production.
As far as the latter is concerned the unit of the

pattern can be as small as the designer chooses.

There are, for instance, stripe patterns

printed in which the outline of the stripe is indi-

cated by a series of dots no larger than periods.

But the maximum size is strictly limited, the
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usual cylinder being from five to seven inches in

diameter, permitting a repeat no more than

twenty-one inches long, with occasional excep-

tional cylinders nine inches in diameter, permit-

ting a repeat as long as twenty-eight inches for

manufacturers who have oversized machines.

This technical limitation accords with decora-

tive requirements, for a larger scale pattern

would dwarf any but an unusual room with fur-

niture on the palace scale. The minimum sized

patterns, however, that are possible with

present methods of production really fall be-

low decorative utility, being, in all but ex-

ceptional cases such as that cited in which the

series of dots function as a line, too small to

give any mass effect from across the room.

The result is an appearance of chaos and con-

fusion. Too small a pattern can, too, be just

as over-insistent as too large a pattern because

of the frequency of the repeat and the effort of

attention required to interpret it. The possible

scale of a useful repeating wallpaper design

ranges from about three to twenty-four inches.

While a wallpaper design may employ the

full range of colors, and indeed many of the

fine landscape papers needed almost the full

rainbow, it is unwise in any case to use more
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than three or four values of one color. A
greater range of nuances brings the pattern out

of the proper limitations of printing into com-

petition with painting. Moreover, a compli-
cated range of values in the pattern creates too

many planes and this conflicts with the flatness

of the wall. And, also, the multiplication of

values confuses the design, preventing it from

falling into the broad masses that are desirable.

William Morris is particularly emphatic in

insisting that when a dark tone is needed for

a paper it shall be obtained by graying the pig-

ment, not muddying it. He also suggests that

shadings be done by hatchings as in tapestry,

that is by running one area of color into another

with an intermediate zone of a comb-tooth

pattern, as it were. This maintains the linear

character of the art and, at the same time, in-

sures every area a complete outline so that it

stands out clean and sharp and does not seem

to run into the next color.

In designing a wallpaper frieze the frieze

may be regarded either as the dominating dec-

oration of the room or merely as the border of

the paper. If the frieze is regarded as the

most important element of the decoration it

can, of course, be larger in scale, richer in color
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and more complex in design. In either case,

however, the main motives must echo the de-

sign of the accompanying paper or be echoed

in it or, if the accompanying paper is plain or

a blend, the colors must echo from one to the

other. When both frieze and paper are

patterned there must be the same quality and

rate of movement in both designs. The move-

ment in any frieze must have a clearly defined

rhythm and a well carried continuity.
In general, the problems of wallpaper design

are the problems that arise from the necessity

of meeting opposed requirements. The de-

sign must be clean and definite, but it cannot be

obtrusive. It must be crisp in detail, but must

fall into large masses. It must be limited in

the size of the unit, but must be continuous

over an indefinite area. It must be pure in

color, but must not be glaring. It must, in

short, be at once a background and a positive

contribution to the decoration of the room.
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THE IMPORTANCE OF WALL DECORATION

IN
the last fifteen years or more decorators

have tended to efface rather than to decorate

the walls of their rooms. They have been

inclined to make the mistake of thinking of the

room as everything inside of the walls and the

walls only as the inclosure that happens to be

necessary. So instead of using them as an op-

portunity to give interest and character to the

scheme, they have dismissed them as back-

ground and wiped them out of the picture by

clothing them with an unbroken and uninter-

esting expanse of vague, unpatterned color.

Thus the walls, obliterated, have dropped away
from the room, leaving all the burden of decora-

tive quality to the drapes, the furniture and the

objects of art, and they alone have had to carry
out the effect, unsupported by an actively

functioning architectural setting.

Now as a matter of fact the walls of a room,

far from being a mere unavoidable necessity of
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construction, are a positive feature of the

room, of primary importance to its effect.

They are the defining limit of the room and as

such they give it its basic character. From
one point of view the walls are the room.

They make it and in making it fix its quality.

If you simply blot them out, therefore, with

the least interesting and so least conspicuous

covering that can be devised your room will

lose in strength and character.

As the defining feature of the room the

walls should set the key for the whole decora-

tive scheme. They should announce the basic

type and character of the room in all the major

aspects, be the opening bars, as it were, pre-

senting the theme and forecasting its develop-

ment. In color they should indicate the

general range of values that the room will oc-

cupy. In texture they should record the feel-

ing to be sought. In scale they should establish

the unit of measurement. And these three,

color, texture and scale, together with the

pattern if there be one, should express the per-

vasive quality of the room, whether it be formal

or informal, gay or dignified, personal or re-

mote, conventional or capricious.

But even when the walls are not regarded as
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the defining limit and so the essential factor of

the room, but are used rather as a background

only, they cannot therefore be summarily
eliminated from the scheme with a negative
treatment. For the background is not out-

side the picture. It is a very positive and very
active element in the picture, a real and by no

means minor factor in the final success of the

whole. When the walls are considered pri-

marily as the background of the set, as it were,

their treatment will follow instead of lead that

of the rest of the room, but it will still have to

be a positive treatment, not the customary
casual annihilation by means of blankness and

characterless color and texture to which the

usual decorator resorts.

The walls even as background will be un-

avoidably important for the simple reason, if

for no other, that they are the largest in ex-

tent of any decorative feature. Twice or more
as big as the floor, they cannot be entirely

overlooked, no matter how vague and flat a

treatment is devised to minimize them. And,

too, they are omnipresent. Even in their least

conspicuous raiment they insist on entering into

every efifect within the room, conditioning every
other feature in it, making a decisive part of
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every group. The curtains, the rug, the furni-

ture, all gain or lose by their relation to the

walls, and every arrangement, even of the lesser

pieces of furniture, has to take account of their

influence. A grouping, for instance, against
a dark wall should leave different spaces from

that against a light wall, for a bright back-

ground makes a more insistent demand on the

attention, so that a smaller space higher in key
counts more heavily than a larger space of

lower value. Again, an arrangement against

panels must balance with the design of the

panels, and this design will, in turn, hold to-

gether and emphasize the group, giving it a

sharper and more highly individualized effect.

Also, a composition of pieces of furniture in

a room with a patterned wall must be made with

attention to the lines and main points of in-

terest of that pattern in order not to run

counter to them, and when skilfully done it will

utilize the design as a contributing part of the

group. In short, whatever the problem of dec-

oration, whether small or large, the walls and

their treatment are an active factor in the state-

ment and solution of it.

In all the great periods of decoration the

walls have been a positive factor, carefully and
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often elaborately treated. In the Gothic houses

of England the panels, thoughtfully propor-

tioned, with beautiful moldings and often

beautifully carved, were brilliantly painted in

gold and vermilion and other strong colors.

In the Tudor houses hand-troweled plaster often

took the place of panels, but in many other

cases a hint was taken from Italy and Spain
and rich damasks or finely wrought leathers

were used. The late Seventeenth and Eight-
eenth Centuries was the culminating period
of beautiful walls both in England and on the

continent. Then wallpaper came in with bril-

liant and varied patterns painted by the Chinese.

Then silk wall coverings, too, came to an even

more luxurious heiglit. And panels were

painted by great masters or heavily carved, or,

at the very least, delicately adjusted with

thoughtfully planned moldings. Think of the

work of Grinling Gibbons, of the Brothers

Adam, of Boucher and his followers. Wall
decorations called upon all the decorative arts,

even the arts of the metaller in some of the

elaborately wrought frames for panels and
overmantels. It was really an art and a mas-
ter of the arts.

The great houses of America have for the
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most part maintained the continuity of the great
tradition. They have had wall decorations of

strength, character and individuality, because

they have been made by architects who ap-

proached the decorative problem with the archi-

tectural interest that emphasizes the signifi-

cant role of the walls. But in the less costly

establishments done by the average decorators,

even though they be quite ambitious, and from

these down through the simpler levels of sub-

urban homes, the cult of the mild still prevails.

So we have house after house with plaster walls

stripped bare and blotted out with a flat neutral

tone that fails to function as a color at all,

apartment after apartment with paneled walls

faintly indicated with undecorated moldings
and smeared with some dull and characterless

paint, and room after room covered with color-

less plain papers of one popular kind or another.

And even what pallid colors the decorators do

use are not allowed to do their best but must

usually be "antiqued," commingled with some

dust or smudge to rob them of any freshness

they might have had, and finished with a queer,

gluish, dead gloss. So that what should be

Adam green
—the pale, sharp, bluish pea-green—is a sticky, grayish tan

;
and what should be
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fresh and white looks as if it had been left to

soak in a vat of weak and unstrained cold

coffee. Sometimes it seems as if most of the

apartments and houses of America have all

been lost in a London fog, a dirty yellow

fog, and all, also, in the same fog. Every-
where you see the same dull and undistin-

guished walls. The milliner's and the dress-

maker's shop, the tea-room and the theater,

your friend's house and your own are all

clothed alike.

Current wall decoration first lost touch with

its fine tradition in a reaction from the horrors

of the middle-Victorian age. Heavy, muffling

drapes with gross patterns, contorted scrolls

and leaves in violent chemical dyes on wall-

papers and fabrics, the monstrous convolutions

of jig-saw moldings; all these provoked such a

strong antipathy in the younger and more en-

lightened generation that they made the mis-

take of fleeing to the other extreme to correct

it. It is a usual human error to assume that

because a thing is bad the good would be its

complete opposite. But this error overlooks

the fact that the worst kind of ugliness is per-

verted beauty, the most distressing ornament

that which fails but which might have been
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good if done right. So the corrective of bad

decoration is often not the most remote alterna-

tive conceivable but that same decoration prop-

erly thought out and carried through.
The reaction away from decorated walls was

partly due, too, to the fact that this younger,

suddenly illuminated generation, awakening
from the bad taste of its parents as from a

nightmare, felt a little uncertain of itself. If

such horrors could have been endured by their

parents with no awareness of how bad they

were, with pride and enjoyment, even, how
could they feel quite certain that they were not

being equally blind to their own deficiencies?

Thus intimidated they had recourse to safety as

their guide. And pattern was avoided first as

the most disastrous pitfall. It was pattern that

had been the worst offender in Victorian decora-

tions. Beware pattern, therefore. Extol the

beauty of plain surfaces. Raise the standard

of simplicity.

But even plain surfaces can be bad if wrongly
colored. Those who had been brought up with

the Victorian reds and greens knew that. Bet-

ter, then, play safe with color too. Patronize

the unoffending neutrals. Depend on the

surely unobtrusive soft tones. With these you
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can make no bad mistake and if you make of

them a cult you can even become accounted a

person of sophisticated taste.

Such was the unconscious reasoning at the

end of the last century and the beginning of this

when our present vogue of the innocuous was

established. It was the product of the lack of

self-confidence, of fear of the undeniable diffi-

culties in the successful use of pattern and real

color. And once the trend was marked out the

attitude found reenforcement from many
sources. Among these was the sentimental

aestheticism of the '90's. This movement of

over-nice young men and women fondling a

talent for one of the arts expressed itself in soft

tones and grayed colors, general vagueness and

weakness. Crudity was the greatest sin, and

strength is easily named crudity by those who

do not possess it. So the strength of pure color

was taboo.

Further support was found in the art of

Whistler and his imitators. The conspicuous

eccentricity of the man, the literary interest in

him, helped establish and helps maintain the

prestige of his Symphonies and Nocturnes.

Here is an honored prototype of grayed tones

and blurred effects. But the Whistlerians, con-
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scious and unconscious, overlook their master's

aim in using color of this quality, and forget

the different resources he employed when he

undertook to decorate. The pigments and tech-

nique necessary to render certain light and at-

mosphere effects has little real bearing on the

quality of color in decoration, and when
Whistler rendered a mural design in his famous

Peacock room he used, not faint and fading

paints, but pure strong colors with decisive pat-

tern, and used them in abundance.

The vogue of antiques, too, has gone to main-

tain the fashion of dull colors. Here, too, of

course, their exponents have builded on a mis-

take. In part they have not realized that when

an antique fabric is dull in tone it is because

the ravages of time have robbed it of some of

its proper beauty. But the growth of expert

knowledge of the arts in America is demolish-

ing this fallacy fast. The frank exuberance

of the Gothic has been shown to have been

extended to their use of color, too, and finely

preserved examples of their polychrome ap-

pear from time to time to emphasize this. The

cool interiors with their plain walls that so

delight us in the work of Vermeer and his con-

temporaries, were richlv decorated with maps,
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relieved by intricately mullioned windows,

strengthened by bold patterned tiles and en-

livened by the deep glowing colors of the ever-

present Asia Minor rugs. If the Eight-

eenth Century was delicate it nevertheless

was gay, and even the pure white temples of the

Greeks are now known to have been un-

ashamedly garish. There is little comfort in

the past for the color-timid souls. But in part

the exponents of "soft" colors, even when faced

with these facts, have evaded them by senti-

mentalizing over the very deterioration incident

of the passage of time and wear, and so have

treasured things in proportion as they were

dim with dirt and heavy use.

The biographer of William Morris has pre-

served a characteristic and valuable anecdote.

A titled patron of importance, having seen some

of Morris' work, came to him to have him do

over his drawing-room. Now the fabrics that

the client had seen and admired were some of

those which the firm had made before it under-

took to do its own dyeing, when it was try-

ing to use commercially dyed wool. This Mor-

ris had found unsatisfactory, for he had never

been able to get the pure, clear colors on which

he insisted. So, when his titled client came, he
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had recently constructed his own dye house and

was now getting the strength and cleanness of

color that he desired. The customer was

shown sample after sample of these properly

dyed carpets and rejected each in turn. The

colors were in every one too strong. At last

he had seen all the colors and types that were

being manufactured by the firm and still he was

unsatisfied. 'Ts this all?" he asked. ''And

where are the nice soft tones that you used to

make that I saw in Lady Blank's drawing-
room?" Morris had gradually become more

and more enraged, "Sir," he thundered, as he

started to walk away, "if it is dirt you want go
out in the street and get it !"

Unfortunately the taste for dirt that is so

prevalent now reenforces itself in a continuous

vicious circle. For the appreciation of clean

and genuine color and of exactly drawn pat-

tern can develop only when there are such color

and such pattern to be seen, and, on the other

hand, taste can rapidly degenerate and weaken

through the habit of seeing muddy colors and

blurred designs. Only a sharp, spontaneous

recurrence of vitality can break through the

endless chain and reestablish decoration in a

fresh, direct medium. There are some signs
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that such a regeneration is about to appear.
Color has begun to come back into its own and

pattern is slowly coming into favor again.

But a habit of taste is not quickly or easily

broken. When a combination of timidity and

false theories, and the anxiety for correctness

which the two bred, muddied our colors and

enfeebled our patterns, an evil tradition was

inaugurated that will be difficult to eliminate.

Until we do succeed in shattering the decora-

tor's fetish of softness and unvaried neutrality,

which really means vagueness or emptiness, we
will have a type of decoration robbed of all of

the essential qualities of decisiveness, architec-

tural exactness, and individuality. That is to

say, we will have a type of decoration that does

not solve any of the major problems but aban-

dons them. When, however, we do get again
the courage to wade without hesitation into the

basic decorative elements of color and design,

and struggle with them at their strongest, we
will again have an art of decoration that can

take its proper place in the historical sequence.

What is more important, we will have

again homes of distinction and individuality.

At present, we are all clothed in the same uni-

form, or so much alike that there is little to tell

[141]



WALLPAPER:

us apart. And this is necessarily the case, for

neutral colors without design give no range
from which to choose, and even what difference

there is between tan plaster and a gray paneled

wall are too slight to create a decisively differ-

ent impression. But in color used with courage
and in design there is a medium of expression

that can be nicely attuned to every different

need, taking our houses out of their present

repetitious monotony. With the return to

walls that are positively decorated instead of

just effaced, we can begin to get once more a

robust expression of individual character and

taste.
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CHAPTER VII

COLOR PROBLEMS

MORE
nonsense has been written and

talked about color than about almost any-

other phase of familiar experience. For

some reason it has caught the fancy of many
types of intellectual charlatans. Turned

pseudo-psychologist they have victimized the

interested public variously. Seizing on small

facts they have made big statements, written

whole books even. Their fantasies have

ascribed all kinds of sinister possibilities to

colors and their combinations. They have

dilated on their emotional qualities, their sym-

bolism, their therapeutics, their relations, the

music of color, and so on, and they have per-

petuated so many evident and silly misstate-

ments that now any discussion of the subject

is at once suspect.

But in spite of the vagaries of the color

mystics, there are certainly definitely established

facts about the psvchological effect of colors^
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and of color combinations that are of interest

and value to the designer of interiors, whether

professional or amateur. Color is so important

an element of decoration that any verified facts

about it are interesting. And while in the use

of color the real artist can rely on his unana-

lyzed sensibilities, and in the end no facts can

ever entirely supersede the need of good taste,

definite knowledge can always guide and clarify

the vaguer feelings. The specific evidence of

psychological experiment on the effects of

colors and of color relations can reenforce in-

stinctive preferences and codify traditional

usages.

Colors do in themselves have a quite definite

effect on the average normal person. The artist

discovered this before the psychologist and

recorded his observations in his long-established

distinction between the warm colors and the

cold colors. The warm colors, as every painter

knows, are those at the red end of the spectrum ;

the cold, the green and blue end. Now this old

distinction is no mere arbitrary characteriza-

tion. It does correspond to an actual expe-

rience. The usual person will, when sur-

rounded by pure red color, feel stimulated,

warmed, excited even, and the feeling comes
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from an actual stimulation of fundamental

physiological processes
—increased heartbeat,

increased respiration, heightened muscular ten-

sion. Similarly the blue-green end of the scale

does actually make the usual person feel chilled

and depressed, for it does express these same

physiological functions, does tend to retard

heartbeat and respiration and decrease muscu-

lar tension. The middle of the spectrum, the

yellows and green-yellows, are emotionally in-

different, though pure yellow by the associa-

tion with sunlight usually seems warm. The
so-called neutral colors, the tans and grays,
take on one characteristic or the other, stimu-

lating warmth or depressing coldness, accord-

ing to the dominant tone in them, for tan and

gray are seldom pure colors but are usually suf-

fused with one of the spectrum colors. As tan

more often has a yellow or red component it is

usually warmer though there are cold tans bor-

dering on gray. Gray may be very cold as in

the blue and violet grays, or quite warm as in

the pink and orange grays.
All this is, of course, significant for the

decorator. A cheerless room can be given a

dififerent quality with warm colors, or, if neu-

trals are needed, with warm neutrals. A
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room too brilliant can be tempered with cold

colors. A room that must be as quiet and un-

disturbing as possible can safely stay in the yel-

low range or yellow grays.

Probably because they are exciting and inter-

esting the warm colors are more intrusive
;
the

cold tend to recede. So a room with reddish

yellow walls will look smaller than, say, the

same room with hght green. Similarly the

more intense tones of a color, the more highly

saturated in the exact terms, approach the eye ;

the less saturated withdraw. And, in the third

place, the lighter values of colors, the tints that

contain more white, also tend to recede.

Therefore the small room looks largest with a

pale, light blue or green paper and smallest with

bright, dark red walls. This recession of the

high-keyed and lightly saturated colors is prob-

ably due to the fact that as an object gets far-

ther from us the color of it appears lighter and

paler, until at the farthest point of vision it

looks like a whitish gray blur. So we are in-

clined to interpret the object that is light and

faintly colored as farther away, that which is

dark and more intensely toned near. This is

the principle of aerial perspective so effectively

employed in Chinese and Japanese painting.
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So we unconsciously adjudge the walls of a

room to be farther away when they are pale and

high in key and thus the room seems larger.

Another aspect of color to be taken into

consideration in the choice of a wallpaper or

any other decoration is the effect of the color on

the light and of the light on the color. A paper

pale and light in key, of high value, will reflect

more light and so make a room lighter than a

paper dark in value, because the dark color

absorbs some of the light. That is, in fact,

what is meant by value. The value of a color

is high in proportion to the amount of light it

reflects. So a dark room will become brighter

with a light paper. But some colors lose their

luminosity more rapidly in diminished light

than others. This fact, too, must be taken

account of in the selection of a color for a very
dark room. In a dull gray light red rapidly

loses its brilliance and even its color whereas

green remains bright. In a hall with no direct

light the clearest, most colorful paper would be

a greenish yellow.

A pure and quite fully saturated color is to

any discerning person more pleasant than a

faint or muddied color. The commercial dyes
that were prevalent until recently dulled our
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appreciation of color and perverted our taste,

and the perversion has been exaggerated by the

prevaiHng popular theory that "soft" colors are

more "refined" and in better taste. But if you
can get an honest unbiased expression of pref-

erence most people will turn to pure color quite

fully saturated. We enjoy seeing anything in

the most complete and perfect expression of its

own characteristics. So a finely bred prize bull

that is everything that a bull most typically

should be gives us aesthetic pleasure. The full

realization of the type in any individual has

strong intrinsic attraction. It is this that leads

us to prefer the pure and saturated tone, for in

such a color color is most fully and truly itself.

Saturation and purity are very important in

red, blue, and yellow, and the natural preference

for these at full intensity has expressed itself in

all the great periods of decoration that did not

suffer from excessive civilization: the Egyp-
tian, the Greek, the Gothic. Full intensity

is especially desirable in the emotionally in-

dififerent colors at the middle of the spectrum—the various shades of yellow
—for since they

do not in any case afifect us strongly they must

be seen in their utmost intensity to arouse any

great interest. Green and violet, however, are
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rather more pleasant at the medium saturation

point.

But if this preference for full saturation and

purity were given full rein in our decoration

our rooms would be too violent and too excit-

ing. As tired a world as ours cannot support
as interesting an environment as the more

robust epochs have chosen. The problem, then,

is to satisfy the need for pure, vital color and

still quiet the effect. The solution is the grayed
color which must be kept distinct from the

thickened or weakened color. The grayed tone

retains purity with its softness and seems to us

to be still strong and vital because, according to

one noted psychologist's explanation
* we un-

consciously consider the gray cast a veil between

us and the real color which seems stronger than

ever since it has the power to glow through the

veil. This impression is enhanced if there are

in the decorative scheme a few touches of the

pure ungrayed color so that it will seem at spots

to break through the veil. Thus in a room

with a grayed blue paper some smaller decora-

tive objects of the pure blue will give greater

vitality to the paper without making it seem

any less reposeful.
* Theodore Lipps, Asthetik.
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There is, however, one danger in grayed

papers for the walls. The veil appears rather

as an atmospheric veil, and if the paper gets too

grayed, too atmospheric, the walls are robbed

of their necessary solidity and seem to float in-

stead of to support the ceiling firmly.

When it comes to the combination of colors

the facts are more complex. In the first place,

the number of distinguishable colors is enor-

mous. We simplify the world of color by

reducing it to six main divisions that we con-

sider—red, orange, yellow, green, blue, and vio-

let or purple
—and in a sense these are funda-

mental. But there are actually one hundred

and fifty distinguishable colors in the spectrum

series. Besides these spectrum colors every

one of the hundred and fifty has a large num-

ber of different tints created by varying admix-

tures of white or black. Blue, for instance, or

any one of the blue-greens can range all the w^ay

from a tint a few degrees above black to a light

tint almost as high in value as white. The

multiplication of these tints increases the num-

ber of distinguishable colors to between forty

and fifty thousand. In addition to these vari-

ations there are numbers of other colors com-

posed of combinations of colors not appearing
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in the spectrum such as the purples, combining
blue and red, unusual greens with an admix-

ture of red and so on, these being generally

called in the exact terminology of psychology
shades of the colors. Each of these shades also

has a full range of tints. It has been estimated

that with all possible combinations in all possible

values there are between five and six hundred

thousand different colors. The possible com-

binations among these are of course almost in-

computable.

Nevertheless certain general facts about

color combination can be asserted. Every
color has its own complementary. This com-

plementary is the color that is its exact opposite,

and the sum of the two when mingled by any
one of several mechanical devices is white.

This does not, of course, mean that pigments
of these colors when mixed would give white

paint but that when the two colors are seen to-

gether the eyes see white or pale gray. A
simple test experiment to find the comple-

mentary of a color is to stare hard at an intense

spot of that color then look quickly at a plain

white surface and you will see a spot of the com-

plementary. The eyes tired by seeing one

color too long and hard find compensation in its
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opposite for some reason not yet fully deter-

mined. The complementaries of some of the

more important colors are :

Red—green-blue

Orange—blue

Gold-yellow—blue

Yellow:—indigo

Green-yellow—violet

Pure green
—

purple

The most immediately pleasing combination of

colors has been found in repeated experiments
to be the combination, not of the exact comple-

mentaries, but of shades approaching the com-

plementaries. The complementaries -closer to

the dividing line between the warm ^and cold

colors, a line that runs between yellow and yel-

low-green, are more pleasant in combination

than the complementaries more remote from

this, as for example the green-blue and red

combination.

This does not mean, of course, that in deco-

ration it is always most attractive to combine

complementaries, for the effect might in some
rooms be too interesting and too strongly pleas-

ing for the quiet feeling sought. But it does
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mean that for a strikingly pleasant effect the

complementaries, or rather near complementa-

ries, are a sure device. So yellow wallpaper
with dark blue curtains has a vivid attraction ;

and with a greenish-yellow paper violet would
be entirely delightful, a less often exploited com-

bination.

In combinations between colors not in the

complementary relation, the indifferent middle

range of the spectrum—the yellow-greens
—

combine successfully with the widest range of

other colors. Red and purple are the most dif-

ficult to use in combination since they combine

pleasantly with relatively few other colors.

The preference for colors against a dark

background is quite different from the order

of preference of colors against a light back-

ground. Against a dark ground red is the first

preference of the usual person, with yellow,

green, and blue in descending preference,

whereas against a light ground blue is most at-

tractive, with red, green, and yellow in descend-

ing preference. So with a dark wallpaper

minor decorations emphasizing tones of red

and yellow would ordinarily be most pleasant

whereas with a light ground the relieving bits
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of pottery and other ornaments should, to get
the best effect for these minor objects, be less

yellow, more blue and r'ed.

In combining color with a neutral gray or

tan the indifferent colors of yellow and green-

yellow are the least interesting, the more emo-

tionally positive colors, red and blue, more in-

teresting. There are, of course, some occa-

sions when a negative room is desirable, a room
not impressive or moving in any way. For

this a yellow and gray combination would be

perfect. The tints of any color—that is, the

tones that are lighter than the pure spectrum
color—combine better with the neutrals than

the pure spectrum color. But the pure, true,

spectrum colors combine more satisfactorily

with the neutrals than do the shades—the tones

resulting from an admixture of black with the

spectrum colors. That is, a pure blue in a

rather high key is pleasanter with gray or tan

than a dull shade of blue or purple. But any
color with gray is pleasanter when in quite full

saturation.

For less vivid combinations, colors nearer to-

gether in the scale than the complementaries are

more useful, but the colors must not be so near

together that they are not readily distinguish-
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able. Two shades that almost but do not quite

match are thoroughly unpleasant together,

partly because they demand from us too much
effort to tell them apart, partly because they are

apt to seem like an unsuccessful match. An
actual case of this mal-admixture, more dis-

tressing than any that could be readily im-

agined recently appeared in broad daylight: a

turkey-red hat trimmed with a broad cerise

ribbon that fell down across a purple-red coat.

It was an appalling apparition. This is the

worst possible example but there are less strik-

ing cases of the same kind of disharmony that

occur in two-toned wallpapers and fabrics and

which it is important to avoid.

Among the most successful of the less strik-

ing combinations are those of a color with a

tint or a shade of itself, the pure orange of the

spectrum, for instance, with a lighter tint of

itself or with some of the terra cottas that

arise from a combination of orange with

some of the browns. The colors at the

middle of the spectrum combine better with

tints of themselves than the colors at either

end. So we have the justly popular decorative

scheme of browns with golden-yellows. Red,

however, with a tint of itself, or violet with a
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tint of itself is quite impossible. Hence the

traditional objection to red and pink. And
violet and pale lavender are quite as bad to-

gether. Similarly, colors at the middle of the

spectrum combine better with shades of them-

selves, such as orange and terra cotta, than

with the colors at either extreme end, and the

warmer colors in this range combine better

with their shades than the colder, the oranges
better than the greenish-yellows. But, again,

some greens and purples are good with their

shades. Blues and violets are on the whole

quite unsuccessful in this kind of combination.

In using together' a bright color and a dark

color it is always more pleasant to have the

bright color concentrated at central spots

against the dark color which appears as a more

extended background. This preference is re-

flected in the common decorative practice of

using low-toned walls of less intensity against

which small brilliant decorative objects intro-

duce spots of color. Always we find it

pleasantest to center the most brilliant. This

means, too, that in composing a group of furni-

ture and decorative objects, it should be

balanced about the most brilliantly colored

object, using this as a fulcrum, as it were.
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For if some less brilliant spot of color is chosen

as the balancing point, and the more brilliant

thing pushed to one side, the eye will refuse to

accept the disposition, and, fixing on the more

brilliant factor as the balancing point, the

whole group will be thrown out of equilibrium.

One readily feels that the brightest, most in-

tense color is the concentration point.

When all the colors in the group are equally

bright the color nearest the red end of the

spectrum will be chosen as the center. This

will be somewhat modified, of course, if there

is some object that, because of size, shape or

pattern, is strikingly so much more interesting

that it seizes the attention without regard to

color, but other things being about equal the

brilliance or the warmth of the color will de-

termine the focal point.

Most successful color combinations are in-

stances of the fundamental aesthetic principle

of unity in difference. The organization of

contrast and variety into unified eft'ect is the

basis of composition in all the arts. It is quite

evidently the basis of line design, which uses

all the devices of balance, symmetry, compen-
sation and repetition to unify a variety consti-

tuted of different kinds, qualities and direc-
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tions of lines, but it is equally essential if less

evident in color composition. The basic pref-

erence for the combination of near complemen-
taries is not so easy to understand as an ex-

ample of this because the psychological rela-

tion of complementaries and the chemistry of

vision are not yet clearly explained, but the

white or almost white light that is the result of

the combination of the two colors and that is

the usual medium of vision seems to act as the

semi-unconsciously present unity which holds

together the two sharply contrasted colors.

That colors slightly off the complementaries
are more attractive than the true complemen-
taries may be due to the fact that these arouse a

little effort at correction, an effort that makes

us realize the colors more keenly, just as in rag-

time the slight failure to maintain the exact

rhythm forces us to a correction that intensi-

fies our awareness of the rhythm. The com-

binations of colors with tints or shades of them-

selves are simple cases of difference in unity.

The fact that all colors are not pleasant with

tints or shades of themselves shows that all

unity in difference is not necessarily pleasant.

Nevertheless it is usually pleasing and there are

several less obvious applications of the principle
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that should be more generally recognized by
designers. The tendency, especially in interior

decoration, is to rely on a few obvious types of

very simple color schemes. Certain comple-
mentaries of which perhaps the most usual is

gold and blue, and a neutral with one strong
warm color, such as shades of gray with

touches of orange, are endlessly repeated. Be-

cause they are so simple and also because they
are so often used with only slight variations,

these combinations readily become tiresome.

Their obvious simplicity tends, too, to make
the rooms look artificial and "decoratorish."

The designer can profit, therefore, by consider-

ing some of the more complex forms of unity in

color difference.

Two or more shades of different colors that

have some color in common will usually com-
bine pleasantly, the common color acting as

the underlying unit to tie together the contrast.

So a green-blue and a green-yellow, or a

yellow-red and a yellow-green, or a blue-green
and a blue-red are all possible color combi-

nations. A particular type of this association

of colors with a common factor that is very
useful in decorating is the harmony obtained in

a group of contrasted colors when they all have
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a gray tone. The gray holds them together,

and underneath this veil, as it were, there can

be an energetic play of strong and varied

shades.

A less obvious connecting chain among
a variety of colors is a common value. The

value, or degree of light absorption or reflec-

tion of the colors, can well act as the common
factor. So shades of blue and green or of

green and red which in different values are

quite impossible can be combined when at the

same value. The room, therefore, that main-

tains one key can use harmoniously a greater

range of colors and shades than one that has

a wide range of values. So Louis XV and

Louis XVI rooms, that are entirely decorated

in a very high key, can, without seeming dis-

organized in color, use a number of different

tones that is amazing when one begins to count

them.

But association by a common factor is not

the only kind of unity in difference possible in a

color scheme. A more subtle kind of unity

can be obtained, not by any common element,

whether color or value, but by the order im-

posed by a gradual series. That is to say, two

or three colors that clash violently can be held
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together by using as a connecting link another

color that independently harmonizes with each

of them. So a red and a blue that are not

pleasant together can live together if associated

with a yellow that combines with each of them.

The series can of course be much more com-

plicated with more members and more

gradually spaced intermediates.

Similarly a varied color scheme in a varied

range of values can be held together if there

is a continuous sequence of values between the

highest and the lowest, if there is a full range
of the intermediate values, making a gradual
but rather definitely stepped transition. In

using this interrelation, however, the designer
must have a care that his sequence does not fall

apart again into sharp subdivisions, because all

of one color and one range of values coincide

and all of another color and another ranee of

values coincide. That is to say, in a room
with yellows, greens, reds, and blues, the

yellows cannot all be keyed high and all the high
values be yellows, with the next range of values

identical with the blues, the next with the greens
and all the darkest values confined to reds. If

this is done the room is broken up into sections.

There must be yellows at intervals all through
[i6i]
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the scale of values, blues at top and bottom as

well as in the middle, several scattered values

of the green and a few higher notes of the red.

The colors, that is, must alternate in an ir-

regular succession down the scale of the values.

The most fundamental consideration that

should never be forgotten is that no combina-

tion of colors simply adds color number one

to color number two to make effect one plus

two, but in the combination each of the colors

suffers some change. Each color is, as it were,

to some extent mixed with the other color

alongside of it. This mixing is done by the

eye, which carries over some of the effect of

the first color looked at to the second color. The

eye sees the second color through a film, as it

were, of the complementary of the first color, so

that it sees that second color, not as it is in itself,

but as a fusion of itself and a faint tint of the

complementary of the first. This fact can be

taken advantage of to increase the beauty of

both colors, but when not taken into considera-

tion the result may be a loss of quality of both

colors that when alone were altogether delight-

ful. So orange next to red becomes more yel-

lowish and loses in intensity and purity,

whereas it gains in brilliance when next to
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green-blue, because the complementary of

g-reen-blue is red, hence the orange becomes

redder and so more brilliant. When any color

of low intensity is put next to its complemen-

tary it becomes in this same way apparently
more intense. So a rather weak golden-yellow

porcelain will look clear and brilliant in front

of a dark blue textile.

When two objects of the same color but of

unequal intensity are put side by side the lighter

color will look gray. So a fine apple-green

porcelain against a dark green wall would lose

seriously in clarity and intensity and look weak
and grayish. To get the strongest effect from
it it should be seen against a lavender-gray
wall. When two different colors that are not

complementaries are put side by side and they
are of different intensities the paler color will

suffer the most. So a chair covered with a

fine pale blue French brocade on a dark, strong

green carpet will look flat and ineffectual.

Also, a smaller area of color is more aft'ected

than a larger area.

By a similar transference of the complemen-

tary, when colors are seen against a gray
ground they enhance that gray ground by

carrying into it their complementaries. So
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objects of art of bright colors in an all-gray

room not only enliven the room by contributing

their own spots of brightness, but, if they are

large enough, enliven the gray itself. They
will be more effectual in enlivening the gray

ground, however, if when the minor objects

are red or yellow they are of a lighter tint, a

higher value than the gray ground, whereas

when they are green or blue they should be a

darker value than the gray. When there is no

question of increasing light reflection, there-

fore, a darker gray wallpaper is best for a

room with red and orange ornaments, a

lighter gray for one with blue or green draper-

ies and upholstery and decorations. Then the

gray will absorb the utmost vitality from the

other colors.

The wallpaper of a room can play either one

of two parts in the color scheme. It either can

be a decisive, decorative feature, or it can

be merely a background. Whichever it is it

should in color value be somewhere near the

middle of the scale of values in the room.

The floor and most of the furniture will be

lower in value, the ceiling and the sharp decora-

tive accents for the most part higher. But if

the wallpaper is an actively contributing
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factor in the decoration it can be much more

positive in tone than if it is only a background.
As an important part of the decorations it

should proclaim the dominant colors of the

room and determine all the other color selec-

tions. As background it will, of course, be

more neutral, taking the lead only in its quality

of warmth or coldness. But whether positive

or neutral it should always be of a clear, clean

tone with some vibrancy, some interest, if only

of texture, some reason for existence in itself.
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CHAPTER VIII

THE IMPORTANCE OF TEXTURE IN WALL
DECORATION

AN
important element in the decorative

effect of a room that is often disre-

garded is the texture of the stuffs

employed. The qualities of the various sur-

face finishes in a room will have a decided

influence on the success of its design, an in-

fluence that will be felt in several different

ways. This has been, however, quite often

overlooked in recent years even by thoughtful
and skilful decorators, so that many rooms

that are well arranged and beautiful in color

are quite haphazard in the choice and composi-

tion of textures, an oversight that detracts

from all the other values.

The texture of the wall covering is especially

important because in texture as in color and

design the finish of the wall at once announces

and determines the quality of the rest of the

plan. A harsh strong texture limits in advance
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the selection of the wood finish, the carpets

and the draperies. A soft, luxurious texture,

on the other hand, will make possible only
certain qualities of color and even a certain

scale of the furniture and accessories. Yet

even in spite of this decisive importance, the

choice of a wall fabric is often made almost at

random as far as texture is concerned.

The neglect of this factor of design is prob-

ably due largely to the fact that we do not

realize how sensitive we are to texture. It does

not intrude itself on our consideration partly

because we have no nomenclature for it, be-

cause we cannot readily identify it with

familiar terms as we can the colors, but must

resort to adjectives to describe it and even they
are limited in number and unspecific

—smooth,

rough, soft, and so on
;
and partly, too, it is not

an insistent fact because so much of its effect

is made, not independently, is registered not as

texture as such, but as a modifying factor in

some other factor, in some other aspect, an in-

fluence in changing the value of a color or even

in modifying the apparent size of an object.

But in spite of the fact that it is less obvious

than the other aspects of decoration, texture is

significant and we are very responsive to it.
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How responsive we are to texture even

though we may not be acutely aware of it can

readily be seen by thinking of different mate-

rials with decidedly different textures. Think

of marble, then of sandpaper, then of velvet.

In surfaces of such characteristic quality as

these we understand and appreciate the material

almost entirely in terms of its texture. They
mean to us the cold hardness, or the gritty

roughness, or the yielding yet dragging soft-

ness, and if we are keenly introspective we can

discover at the very mention of them a specific

sensations in our finger-tips that they provoke.

And even more do they provoke this sensation

when we look at them. It is the same, too,

though it is less easily detected, with materials

of a less decided surface finish. We under-

stand them partly in terms of the feeling that

they give us w^hen we touch them so that we

enjoy them or find them disagreeable, largely,

in proportion as we like that particular sensa-

tion. Think of the different effect on a cold

day when one is very tired of a marble bench

and a deep, overstuffed velvet couch. Yet the

marble bench may in itself be a work of art

while the couch may have little merit of design.

The European painter, especially the still-
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life painter, has long been interested in tex-

tures and has spent great ingenuity in the ade-

quate rendering of them. In fact, the fine

still-life painting is as much or more a composi-
tion in contrasted and compensated textures as

it is in colors or space forms. And when we

enjoy such a painting we are enjoying those

sensitively suggested textures, even though we

may not be definitely aware of that aspect of

the picture.

So textures are influential even though we
are not specifically conscious of them. We
appreciate and react to them as textures, a

fact that surely must be taken account of in

employing materials in room decoration. But

in addition to that, texture affects other factors

in the decoration, too. Its influence on color

is marked. The same tone of blue, for in-

stance, in a dull finish, a napped material such

as velvet, and a high glaze such as a Chinese

porcelain, will not even appear to match, much

less function as the same value. And, con-

versely, a quality of blue and green which if

both were in high glaze would be most in-

harmonious may in a mat finish such as an old

damask, or in a combination of two finishes

such as the flat damask for one and a high
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porcelain glaze for the other, constitutes a

delightful harmony. So variations in the kind

of material require corresponding adjustments
in the quality and values of the colors.

Similarl}^, texture affects the apparent size of

objects. This it does largely by making them

more or less conspicuous. A shiny jar that

catches the light seems larger than an old

leather box that has no high lights at all. Or,

on the other hand, a velour couch with a deep

nap seems larger than the same couch

covered with a damask that is neither very shiny
nor very absorbent of light. The strongly

marked texture of the velour holds the attention

and increases the apparent importance of the

piece of furniture.

The effect of texture on color and on the size

and conspicuousness of the surface is, of course,

important in relation to the choice of a wall-

paper. The former needs especially to be taken

into consideration. The tone of the wall will

vary markedly with the finish of the paper and

this variation will be affected again by the

amount, color and direction of the light that

falls on it. In general, a highly glazed finish

such as that used in a satin finish paper or in

lacquer papers, or such as is created by varnish
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being applied after the paper is hung,
will lighten the value of the color, and give

strong illumination where there will be sharp
reflections. Conversely, colors will seem dark-

ened on a dull finish, especially if it is also a

smooth surface. A broken surface like that of

a crepe or engraved paper, or even a slightly

irregular surface like that of the grass cloths,

will be somewhat lightened in value because

there will be little bright spots of light thrown

into sharp emphasis by little dark shadow spots.

The tone of the color, moreover, as well as

the value, will sometimes be changed by a dif-

ference of texture in different lights. A blue-

green, for example, on a ribbed surface may
look decidedly bluish when the light falls on it

from one angle, greenish from another. Cer-

tain paper designs take advantage of this effect

and are planned to be a flat gray, for instance,

from one angle, but decidedly rosy from an-

other. This variation of tone that results from

a play of light over an irregular texture gives

the wall a little vitality and interest that is lack-

ing in a flat, unpatterned color.

The influence of texture on size is of less im-

portance in wallpaper selection than in furni-

ture covering, though even here it cannot be
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entirely overlooked. A highly glazed surface

is apt to make the ceiling look higher; a dull,

broken surface like embossed leather to make
it lower. Also, a design on a paper with a very
decided texture such as a flock paper that

has actual nap on it seems larger than the same

design on a paper with little or no texture in-

terest, such as plain, unembossed paper.

But in addition to the influence on color

value, tone and scale, texture considered just as

texture should be taken into account in the

selection of wallpaper. For the texture should

be chosen to be interesting in itself. A delight-

ful textural quality is especially important for

the wall covering of a room in which a dull un-

patterned neutral color is necessary because of

other decorative features strong in pattern and

in color. The texture acts as a kind of pattern

and serves to break up the flat, neutral tone, so

that the wall gains some distinction and func-

tions positively in the total effect as a decora-

tive feature instead of being only an obscure

background. But even a wall that is patterned

can usually profit by having a definite tactile

value.

For texture, skilfully used, has an expres-

sive value of its own. A rough, decided tex-
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ture increases the appearance of strength in

a room. The structural significance of the wall

is increased, its active work in supporting the

ceiling. A rough paper seems to be part of the

actual building material and so it makes the

walls seem more compact, firmer, thicker,

heavier. This was one of the values of the

antique, hand-wrought plaster. It did in-

crease the effect of solidity in a room, an

effect especially important in the period when
it was used, for the current furniture was heavy
and massive and most of the accessories, and-

irons, candelabra, even table service, were large

in proportion. With such furniture the

strength of the walls had to be accentuated with

a rough finish.

Similarly, in a room in which there are many
books a rough textured paper is useful, for the

books not only are, but look heavy so that a

firm wall is needed to uphold them. Especially

if the books are on open shelves is the decided

texture valuable, for the books themselves then

have a very marked texture effect, an effect

that comes both from the varied materials of

their bindings and from the heavy corruga-
tion of the row as they stand pressed close to-

gether. A case of books acts, moreover, rather
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as part of the wall so that their marked tex-

ture must be carried on through consistently

on the rest of the wall.

It is a failure to understand texture that

has led to the passing popularity of the bare

plaster walls. These have been used, appar-

ently, in an attempt to recapture the charac-

ter of the fine old plaster of the early Eng-
lish houses and of the Italian and Spanish

palaces of the Sixteenth and Seventeenth Cen-

turies, which did provide an exceedingl}'

dignified and at the same time charming wall

finish. But to strip off the paper from the

ordinary plaster walls, treat them to a coat of

coffee-colored paint, sometimes overlaid with

a glue-like material to give them a dull, broken

sheen, is not to begin, even, to regain the feel-

ing of the antique plaster. For the essential

quality of the real antique plaster comes from

the fact that it was handmade and so had all the

slight modulations and irregularities of the

trowel to give it interest and quality. The flat,

dead, mechanical surface of our modern plaster

has no aesthetic value whatsoever, so that this

completely destroys the walls as a decorative

feature or, what is worse, makes them positively

unpleasant by giving them a corpse-like effect
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of inertness which contradicts their structural

function. Nor does the thin coat of grit that is

sometimes sprayed onto tlie surface come any
nearer to the interest of the old, hand-wrought

plaster. In truth, where the real hand-

troweled plaster cannot be obtained, if it is the

essential quality of this plaster that is sought,

the varying modulations and consequent broken

lights and shaddws, it can be better obtained in

several types -of strong-textured papers than in

any mechanically finished wall.

As roughness of texture gives the feeling of

strength, so the soft depth of a velvet surface

gives the feeling of luxury and richness, a

dignified, rather portentous luxury. In part,

this may come from association, from the

knowledge that velvets are expensive and used

in dignified and rich surroundings. But, on

the other hand, the very choice of velvets for

occasions of state and solemnity might seem to

indicate that they do from their own character

convey some feeling of dignity and impres-

siveness.

Equally rich but less severe are the textures

similar to satin. Taffeta and the silks of that

kind, such as moire, give a still more intimate

luxury. The silk finishes with stronger tex-
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tures, such as damasks and poplins, begin to

have an admixture of strength with their rich-

ness. And while, again, association with the

actual materials in which these textures gener-

ally occur has doubtless influenced our attitude

toward them, that cannot be the sole deter-

minant, for as far as cost goes they are all in

the same class, yet each does have a distinct-

ively different flavor of its own.

So definite are the qualities of these various

surfaces that their use imposes certain restric-

tions on all the rest of the decorative scheme.

The decided dignity of velvet precludes deli-

cate furniture and demands in the decorations

rich, rather deep colorings. The taffetas and

moires, being intimate, are appropriate only

with a rather small scale, dainty type of furni-

ture and are effective only in the higher color

keys. Damask, again, can go with heavier

styles, such as the Spanish and Italian Renais-

sance.

All these textures and many more are avail-

able in wallpapers. All the woven fabrics,

from burlap to brocaded velvet, including vari-

ous types of linens and cottons, are success-

fully reproduced. Plain and embossed leathers

are well rendered and even certain forms of
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stone, such as Caen, are approximated. The

great advance in wallpaper manufacture in the

last few decades has been primarily an advance

in rendering a variety of textures. Nor are

these various papers imitations. There is no

effort to disguise the fact that they are paper.

They merely make use of interesting textures

that do appear in other materials for the sake

of the beauty and decorative utility of the tex-

ture itself.

That it is the texture rather than the imita-

tion that is sought is evident in the number of

papers equally carefully treated as to texture

but which imitate nothing and are possible

only in paper. There are, again, other papers
in which the texture and the design are derived

from different sources, as, for instance, a

damask pattern on a paper that has, not a

damask finish, but an embossing rather more

like grass cloth. These combinations are made,

because of the utility of that pattern and that

texture, for a wide range of modern houses.

In many cases the texture of a wallpaper is

an actual texture. That is to say, the surface

of the paper really has the quality of finish of

which it gives the effect. In a few cases this

is due in whole or part to the kind of paper

[177]



WALLPAPER:

used, but more often it is ordinary paper and it

is embossing in some particular pattern that

gives the effect. There are, too, the flock

papers that actually have the nap or silk sur-

faces in the patterns. But in some cases the

effect is due entirely to printing, even such

decisive surfaces as velvet being quite well ap-

proached by tricks of registering.

When the importance of texture is more

generally recognized and more care is taken

in the selection of textures in wall coverings,

both in relation to its effect on color value, tone

and scale and to its own intrinsic interest, in-

terior design will have a substantiality and

completeness that it now too often lacks.
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CHAPTER IX

LINE AND SCALE IN WALLPAPER PATTERN

IN
the selection of a patterned wallpaper, the

two factors that must be taken into account

in addition to the color and texture are the

quality of the line in the pattern and the scale

of the pattern. By using the right line quality

the effect of the whole room can be enhanced.

By using the wrong scale the room is given a

handicap that not even the cleverest subse-

quent decoration can ever entirely overcome.

The fact that lines have quality is familiar

to the draftsman, the etcher, the painter, even

though they have not always formulated the

knowledge that they have long used almost

instinctively. And psychology has to some ex-

tent verified their experience and made it more

specific. But the decorator has for the most

part overlooked this valuable bit of informa-

tion, though surely it is relevant to his

problems not only in the selection of a

patterned wall decoration but in the use of
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fabrics, in the assembling of decorative groups,

in the choice of styles, even.

The vertical line is erect. It seems dignified,

aloof, even, a bit restrained and constrained,

or, if the suggestion is warranted by the oc-

casion, spiritually soaring as in the Gothic

cathedrals. A room with strongly emphasized

vertical lines would seem very formal, rather

remote. So a room of state is appropriately

impressive with tall panels reaching up to a

high ceiling as in the great drawing-rooms of

the French Eighteenth Century palaces, where

the loftiness of the ceiling is exaggerated by

the smallness of the furniture so that the re-

sult is a very regal apartment.

The horizontal, on the other hand, is the line

of rest and repose. The prairies seem utterly

quiescent and resigned because of the inescap-

able flat horizontal line. A strong emphasis of

the horizontal lines in a room serves to make it

restful, to put it at ease. But too strong and

too unrelieved a horizontality will make it seem

heavy and dead, inert. So the once popular

Craftsman furniture not only looked heavy ;
it

looked Hfeless.

Broken and curved lines both give the feel-

ing of movement. The broken line seems, in
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proportion to the shortness of the sections, the

sharpness of the angles and the variety of

directions into which it scatters, more or less

agitated, nervous, conflicting. A line jointed

in long sections with obtuse angles following a

fairly consistent pattern will seem to move

more slowly, with more control and ease, while

the line in little segments with many sharp

angles zig-zagging here and there seems in an

utter frenzy. The nervous irritation of some

wallpaper patterns comes from the sharp call

on the attention of such broken and angular
line patterns.

The quality of movement in the curves

varies similarly to that in the broken lines.

The long, gradual flat curve moves slowly and

with repose. The short, deep, heavy curve

moves rapidly. But no curved line ever achieved

the agitation that broken lines can express, for

the curve even at its most exaggerated always

has a regular, controlled movement. So if

one needs the feeling of vitality without loss of

poise in a pattern curves instead of broken

lines should be used.

Any line running in a diagonal direction has

some feeling of movement, also. It is clearly

out of equilibrium and so in a state of tran-
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sition. So no strongly diagonal pattern is

restful. It always seems about to change and

right itself, unless it is compensated by an equal

emphasis on the opposite diagonal that seems to

support it, as in a trellis where the balance is

righted again by the equilibrium of the two op-

posite sets of diagonals.

A set of lines moving in different directions

can always be arranged to compensate each

other in this way and so the whole pattern can

be brought to a balance by the skilful arrange-
ment. But even a slight maladjustment of the

lines in such a compensated pattern will throw

the balance off again, leaving a tangle of con-

fused lines struggling in all directions with no

apparent cooperation or purpose. So a com-

plex compensated pattern is the most difficult

of all to design. And even when it is a com-

plete success such a pattern will never have the

complete repose of a simple horizontal design,

for example, for the repose will be won out of

struggle and the conflict and opposing tension

will be operative and evident. But just by
virtue of this such a pattern will have more

vitality and strength than a simpler line ar-

rangement.
Such are the general characters of the dif-
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ferent classes of lines. Within these general

classes lines and line combination can achieve

a range of specific qualities that surpasses

verbal designation. All of the moods and

emotions with which we are familiar can be

conveyed by the skilful and sensitive use of

lines and many more shades and tones of feel-

ing for which we have no terminology. Any
of the great draftsmen in the history of paint-

ing will afiford numberless examples that need

for their full technical appreciation long and

careful analysis, but perhaps the most striking

and immediately moving examples of the

powerful and expressive use of line comes in

the art of the Far East—the painting of China

and its descendant, the color prints of Japan.

Nor is this ascription of character to line

merely sentimental imagination. The expe-

rience is both too intense with sensitive indi-

viduals, and too universal to be denied, and few

miss the feeling altogether. Though an aver-

age person of limited artistic experience might
not get the line feeling in a Sung painting he

does get some inkling of it in a Gothic church,

or in the prairies, or in the jagged silhouette of

a mountain range.

Psychologists have found no final explana-
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tion for the ascription of specific feelings to

different lines but they have suggested many
possible reasons for the experience and perhaps
the whole truth is in a combination of these

various explanations. In the first place, in look-

ing at a line we are ourselves really active and
because we are absorbed in the line we attrib-

ute this activity directly to it. Our attention,

our perception, that is, is active in following

through the line, tracing its course, correlating
its changes of direction into one impression
and relating it to its surrounding lines. And
this sharp activity of eyes and mind which

differs for different kinds of lines we ascribe

directly to the line.

But further than this, not only our eyes and

attention and memory are actively engaged in

perceiving a line, but our body takes a part too.

For we have in our experience actually

followed through some such a line as that we
are perceiving, we have run along such a path
or drawn such a curve, or thrown a ball with

such a sv/eep or been knocked violently from

side to side, as a broken line seems to be

knocked, and in memory there is some echo of

these experiences that floats vaguely to the

surface and is associated with the line. As

[184]



ITS HISTORY, DESIGN AND USE

the psychologists say, we feel ourselves into the

line, and with remembered and imagined

bodily movements and attitudes go through the

same course that it is following.

In some cases, probably many cases, this

imagined bodily attitude that responds to the

suggestion of a line is reenforced by actual

bodily movements following the imagined ones.

For we have always some slight bodily response

to any mental activity, there is always an over-

flow of energy into the motor areas of the brain

that stimulates some slight muscular reaction

and this bodily echo is very apt to be influenced

by the particular idea we are then interested in

and, insofar as it is possible, imitate it. If the

engrossing mental content that stimulates the

movement is a line and we are already imagina-

tively following that line in attitude and direc-

tion, then the slight muscular movements will

be sure to carry out further the line's rate and

direction of movement. Thus we will have an

inner imitation of the line of which we will not

be directly conscious but which will make us

feel more keenly the quality of that line's

motion.

So the vertical line is dignified and soaring

because we imagine ourselves in such a
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straight, uprising or rigid attitude and per-

haps in a small way assume such an attitude.

And the horizontal line is restful because, in

part, that is the attitude of repose to which we
are most accustomed when we lie down to rest,

and perhaps in part, too, because as we imitate

a horizontal line that is perfectly level it gives
an even emphasis on both sides that puts us

into more perfect equilibrium, and a nice

balance is relaxing. Similarly the broken line

is active and conflicting because in part it re-

quires a constant rapid change of attention to

grasp it and this involves a sharply accented

effort and in part it is like our own experiences
of being thrown from side to side and endur-

ing uncertainty of direction. The curved lines

have each the speed and direction that we have

been used to experiencing in our own muscles

when following such lines, and the diagonal is

toppling because we know that no object can

maintain a balance at such an unsupported

angle. Thus the course of attention, previous

experience, and actual movements of our

bodies all combine variously to enable us to

interpret and feel lines.

The importance of respecting the quality of

lines in room design cannot be overemphasized
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yet it is often quite neglected. An informal

room cannot be emphatically vertical and still

retain its ease and relaxation. Many rapid

curves or sharply broken lines are necessarily

destructive of a restful effect. To define

diagonal lines either intentionally or acciden-

tally, as with a series of pictures hung in steps

up a wall, is to create a feeling of confusion

and impermanence. But, on the other hand, a

room dead and heavy from too unbroken a

horizontal accent can be relieved and enlivened

by introducing some curved pattern, though it

should not be too acute and nervous a curve or

it would be completely out of relation to the

rest of the room.

Similarly a room that wants to be gay and

cheerful can obtain its effect only by playing

upon curves and broken lines. So a room in

very bright colors that are themselves inten-

tionally gay should not in line contradict this

character by being stiffly vertical or quietly

horizontal. The quality of the line, in short,

must be consistent with the purpose of the

room and with all the other decorative features,

and the lines must be chosen and composed with

consideration for their qualities.

No less important in designing an interior
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is the problem of scale. The relative sizes of

the objects in a room must both be and appear

consistent, for in certain cases the actual size

and the apparent size ma}^ not coincide. Any
object, for instance, that makes a decided de-

mand on the attention seems larger, whether

that demand be due to some quality of texture,

some contrast of color, some marked outline or

some particularly conspicuous pattern, than

the same or a similar object in a less interest-

ing form. And it is the apparent largeness of

the first object that must be taken into account

rather than its real dimensions.

If the furniture is large and heavy with

large-sized ornaments it may somewhat relieve

the effect if there are only a few pieces of it in

a small room, but the appearance of being
crowded will never be entirely avoided. The
furniture will always look out of place and

huddled because it is built on a dift'erent scale

from that room. Conversely, to multiply the

number of pieces of small furniture in a very

large room will actually fill up the spaces but it

will never make the room feel adequately
furnished. Room and furniture and all of the

decorative accessories, including all of the or-
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naments and patterns, must be designed in the

same range of measurements.

The scale of a wallpaper pattern is especially

marked because the unit of the pattern is re-

peated down the wall and so serves as a semi-

consciously estimated unit of measurement.

In proportion as the pattern is a good one and

well managed we will be less conscious of the

actual number of repeats both along the wall

and up and down it, but even with the best and

least obtrusive repetition we will have some

vague appreciation of the number of times we
can see it and that appreciation will operate as

a kind of measure of the wall. At the same

time it will act as a measure for the pieces of

furniture for which that wall serves as back-

ground. So the size of the design on our wall

coverings is all-important to the success of the

room.

If the wall pattern is very large it will, of

course, tend to make the room seem smaller.

If it is very large so that there are a large

number of repeats in succession it will make it

look larger. There are, however, some excep-

tions to this rule, designs in which the repeat

runs into itself so gradually, as in certain
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tapestry patterns, that it seems rather to

stretch the wall in spite of its large size. With
the more formal patterns, however, such as the

damasks, the rule operates quite consistently.

The size of the wallpaper pattern can be

used in helping to adjust to a small room furni-

ture that is too 1-arge, or to a large room
furniture that is too small. The problem is to

select just that size unit that will make, in the

first case, the room look as large as possible and

the furniture as small, or, in the second case,

the reverse. To make the room look large

ordinarily the pattern selected should be rather

small. But too small a pattern would make the

furniture seem more enormous than ever. In

the same way a large pattern that would help

minimize the size of the furniture would make

the room seem still smaller. So that the unit

chosen must be of an intermediate size, and

only experiment can determine for each room

the exact proportion most successful. Sim-

ilarly for a room too large for small furniture

a design somewhere in the intermediate range

must be used.

In addition to the importance of the size of

the pattern in maintaining the scale of the

room it has, too, some value in carrying out a
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consistent character. So a large pattern is

pretty sure to be more dignified, a small pattern

more intimate. So, too, a pattern of moderate

size that looks larger because it is outlined with

flat, slow curves will have greater dignity,

while a larger pattern that is broken up into

small subdivision will look more informal.
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CHAPTER X

WALLPAPERS FOR PERIOD ROOMS

THE
careful and consistent period room

has passed in interior decoration except

for the very wealthy collectors who wish

to make their homes to some extent private

museums. For the average householder the

period room was at best only an imitation and

an approximation and at worst it was a parody.

Comfort and convenience were sure to take

gradual precedence over exactness, so that

after a little use the period room was very apt

to have become a patched-up counterfeit of its

own intention.

But though the exact period room has gone,

we still must depend primarily on furniture

of period designs. The great cabinet makers

of the past have left us an heritage that we
cannot afford to throw aside. They have at

one time or another worked out most of the

possibilities of furniture design in line, in

woods and their finishes and combinations, and
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in ornament, so that an effort to get away from

all historical precedents usually can result in

nothing but the eccentric. Nor is there any
reason for wanting to discard tradition, for the

range and variety of designs available in the

history of decoration assures an appropriate

style for every need in every type of house

and room. Modern life in all its functions can

find a fit setting in some adaptation from one of

the great periods of decoration. To be sure,

there have been some recent designers, espe-

cially in France, who have builded on the old to

make new forms and thus made real additions

to the established patterns, but as yet their

work is so little available for the general public

that it ceases to be relevant in the average

furnishing problem. To solve that we must

rely on the good commercial reproduction of the

established. period types.

For the accessories of every period type our

surest guide is the practice that prevails in the

period itself. For the furniture is the product

either of an individual genius, such as Reisner

in France or the Adam Brothers in England,

and that genius expressed itself with equal per-

fection of taste in the appropriate surround-

ings for their designs, or it is the natural out-
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growth of a way of life and a kind of architec-

ture, as is the case with Spanish and ItaUan

furniture of the Renaissance and the succeed-

ing century ;
and here again the original influ-

ence that shaped the furniture shaped all its

accompaniments. So while we may and must

adapt and recombine period precedents in

modern decoration we had best find our key to

the successful use of the established furniture

types from contemporary custom.

SPANISH AND ITALIAN

Though much of the Spanish and Italian

furniture of the Sixteenth and Seventeenth

Centuries is too palatial in manner for the aver-

age modern home some of the simpler ex-

amples have a quiet dignity and directness that

fill well the need of a living-room, library or

dining-room that has ample space. Recogniz-

ing this, a number of manufacturers have

made available reproductions of these styles.

These simpler pieces succeed in having the

sturdy straightforwardness that we sought in

vain fifteen or twenty years ago in the passing

fad of the Craftsman furniture.

The furniture of this period is practically

all of oak toned a rich brown by time, a tone
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faithfully copied by antiquing methods in most

of the reproductions. Originally heavy in

design and ornament, this darkening of the

wood has made this furniture even more heavy
in appearance, so that it is necessary to have a

rich, strong background for it. It is, more-

over, very architectural in character, the orna-

ment being deeply carved and built into it in

decisive structural lines, so that the wall must

emphasize the architectural structure of the

room, not conceal it under too much applied

pattern.

These demands are met by the wall finish

most general in the old Spanish and Italian

houses themselves, a smooth-finished plaster

toned a rich light brown. But for a modern

house this is an expensive and seldom successful

treatment to reproduce, for the plaster must be

delicately and subtly hand-finished to get the

right surface quality; and the warm tone that

age and weathering have produced in the origi-

nal rooms with its delicate variations is ex-

tremely hard to approximate in paint. The
usual mechanically hard and unmodulated plas-

ter of our walls has no character and no

strength whatever to support this rich furnish-

ing, and the quality of brown that generally re-
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suits from antique tan paint will conflict disas-

trously with the clear deep brown that should

be the color of the furniture. The most effec-

tive wall that can be obtained for the usual

room that is to be furnished in this type of

furniture is, therefore, one of the wallpapers

that have the essential qualities of the old plas-

ters, a so-called engraved leather that has not

too exaggerated modeling, either in a plain

tan or, perhaps better still, in a blend that is not

too mottled and multicolored. This does ap-

proximate the quality of the old plaster and

gives a background that is definite and strong

enough for the massive furniture. Tradition-

ally it is appropriate for any room in the house

from living-hall to bedroom, should that man-

ner be attempted in the more personal rooms.

The one defect in such a wall covering for

this furniture is that it is in danger of making
the room seem dead and monotonous, too much

drenched in tans. In the original palaces the

effect was brightened with pieces of brilliant

damask, gorgeous tapestries and colorful paint-

ings. Where the minor decorations cannot be

so varied it is advisable to get the relief in the

wall covering itself. This can be done to some

extent by using one of the blends that has more

[196]





>

>

H
O
K

O

>

M

tn

3:

Or

P

^»
>-d
H>
:2H
• W

>
td

M
'>'

H
I—I

^
a

>

a

HJ



ITS HISTORY, DESIGN AND USE

color in it, especially one with dull red lights.

Or it can be done and maintain an even more

perfect period consistency by using a damask

paper, one of the larger and conventionalized

patterns taken from the damasks of the Six-

teenth and Seventeenth Centuries in which

fruits and flowers combine with formal pat-

terns all in heavy curves. The two-toned dam-

ask is the most usual, and red and green, es-

pecially red, the most familiar colors in the

really old examples; but the usual modern

householder would hardly feel equal to sustain-

ing this note, so he will probably have recourse

to the cooler and flatter blues or even a tan

which may seem sufficiently enlivened by the

pattern. Similar possibilities, but for richer,

more pretentious rooms, are the velvet bro-

cade papers in large-scale patterns, either those

that obtain their nap effect by the character

of the printing or the real flock papers, and

those papers that have taken their model from

metal brocades so that there is a glint of

gold or silver in the pattern. Akin to these

latter, and frankly an adaptation, are some

very useful papers with a grass cloth finish

that have these same damask patterns printed

either in a deeper tone of the same color or
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in a light metal line. These have the advan-

tage of the strongly marked texture that

helps support the decisive weight of the

furniture.

Very characteristic, especially of the old

Spanish houses, are leather-covered walls with

heavy embossing and often rich polychrome
enriched with metallic paints. These leathers

have all been very successfully rendered in

papers, not all, to be sure, fortunate in design
but some of them really quite dignified and

sumptuous. They make a rather somber room
but for a library or even a dining-room where

this effect is not amiss they are entirely success-

ful in combination with Spanish or Italian fur-

niture. Here again the designs should be

large and in strong curves, flower groups and

vases of flowers with the conventional settings.

The plain plaster wall or the damask or

leather-covered wall is in accordance with the

most familiar precedents, but there were vari-

ations on these and exceptions to them that

might well be taken as a clue to lighter and

more individual eft"ects with the modern Italian

furniture. There were, for instance, the va-

rious forms of frescoes which suggest patterned
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papers of similar designs. The all-over gro-

tesque fresco of open design with the clearly

marked architectural framework is well ap-

proximated in some of the all-over lightly

drawn architectural patterns of papers, espe-

cially those in two tones. If the pattern is suf-

ficiently strong and structural it certainly could

sustain the furniture design, especially if the

paper itself is of a firm heavy texture. A coat

of varnish, not too heavy or too glossy, would

aid further in harmonizing such a paper with

this kind of furniture. An even lighter and

gayer effect that st;ill is appropriate takes its

suggestions from the more colorful frescoes of

Venice, rich with fruit and flower designs in

red and gold and blue. But such a paper must

be sharply distinct from a chintz rendering of

these motives, more formal in drawing and

flatter and more schematized in color.

Certain of the more severe printed linen de-

signs in paper could be used in an informal

Italian room, reminiscent of the painted linens

still found here and there in Italian palaces,

especially in Florence. A design in checkers

or in strap work with conventional patterns,

such as the fleur-de-lys, is what is needed.
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And a delightful variant very much in char-

acter would be one of those occasional papers
to be found with heraldic motives.

The closely derivative furniture—the

Spanish Colonial with its bastard offspring,

the Mission furniture—requires similar papers.

They, too, can use the engraved leathers in

antique tans that have the eft'ect of the old

plaster and the various blends. They, too, can

use the heavy patterned damasks, but being

much cruder the richer damasks are impossible,

the velvets are out of the question, and all but

the simplest leathers unwise. And, conversely,

they permit of coarser types of papers. Those

with the burlap textures, especially in the

natural burlap color, are the most obviously

fit. The grass cloths with their well empha-
sized texture are all available. Those papers

that depend entirely on texture, such as the

crepes, and those with the granular plaster

finish are exceedingly good. A tapestry paper,

too, would not be unfit if not too luxurious in

design.

When we turn from Spain and Italy and

their derivatives to England we get a sequence

of furniture styles that have been and must

continue to be the main dependence of the
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average householders. England is, after all,

the great land of the middle class and the great
land of homes. So there has developed their

kinds of furniture, useful and attractive and

livable in the small utilitarian house. Espe-

cially in the Eighteenth Century the furniture

design achieves a satisfactory practicality com-

bined with quiet charm that cannot be sur-

passed for homelikeness.

WILLIAM AND MARY

The first distinctly English furniture that

has general utility is that of the reign of

William and Mary at the end of the Seven-

teenth and just the beginning of the Eighteenth
Centuries. It is, in truth, an intensely English

style, dignified, reserved, a little heavy, a bit

somber. It is not, however, as massive as the

Italian and Spanish types and it permits a much
more varied range of wall decorations.

Here, too, of course, plaster is appropriate

and so the plaster papers can be used, the en-

graved leathers, the rough plaster-finished

types, and even the crepe papers that give some-

thing of the unequal surface and rough strong

play of shadows that troweled plaster has.

Leather was at this time very much in
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vogue in all its forms, so the leather papers
also are appropriate, whether the plain leathers,

the embossed or the polychromed. Tapestry,

also, was very much in favor. Quantities of it

were being imported into England from

Flanders and an English factory of consider-

able importance had been started, the Mort-

lake looms. So the verdure tapestry papers
can well carry out the spirit of the time, espe-

cially those verdures that have taken their

model from the Flemish Seventeenth and

Eighteenth Century designs with a rather

coarse heavy leafage in dull decided blue-

greens, and large birds and bits of castle and

garden vistas in tan. All these papers are, of

course, rather more formal in their character,

and the leather and tapestry types are quite

somber. A little lighter in tone but still digni-

fied and for the more formal rooms are the

damasks of the period, the same damasks

that are to be found in the Italian and

Spanish houses, for England imported her

silks and these were the two most important

sources of her supply. So the same damask

papers can be used with William and Mary as

with the Italian, large heavily scrolled patterns

in rich reds and blues and greens.
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But there are more frivolous papers, too, that

can be called on for the William and Mary
rooms. For by this time wallpaper itself had

begun to come into use and chintzes were quite

general. The wallpapers for the period were

primarily the hand-painted ones imported from

China, and so the Chinese type of design

should be used, not the small fantastic

Chinoiserie of the later French period with

Europeanized Chinamen but the designs really

taken from the the paintings by the Chinese

themselves, with the rather large but very

delicately rendered flowers and birds or the

sweeping decorative landscapes in vivid greens

lighted with traces of cinnabar red and gilt, or

those that show domestic scenes with solemn

little doll people emerging from exquisite little

houses.

The few European papers of the time that

were in use in England are less useful as proto-

types for modern decoration. They were the

flocks, silk and wool, which are, of course,

available to-day in brocaded velvet and damask

patterns; the dominotiers from France with

crude patterns in a printed outline, the colors

painted in, designed usually in separate panels,

or occasionally attempting a repeating con-
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tinuous design; or the English printed papers

in equally crude outlines and a few flat colors

printed or similarly painted in. These latter

types are really too crude to serve as models

for our decoration.

The chintz of the time, however, is a very
useful source of ideas for covering walls of

William and Mary rooms. They were intro-

duced into England during this reign and were

received with great favor. Queen Mary her-

self had her bedroom at Windsor hung with

chintz and the example was eagerly copied.

These early chintzes had rather small, sparse

patterns, thin flower sprays with linear, scroll-

ing stems and small bright blossoms. The

colors were dull reds and blues and yellows and

greens in a limited number of tones and the

ground was often ecru, or, if it w^as not ecru

originally in the samples we still have time has

toned it so that an ecru ground chintz paper

seems more fitting wdth the period, the more so

that the soft yellowish tone is better adapted to

the warm brown of the walnut furniture. But

only chintz papers of this type, with the small

patterns unpretentious in color and design, but

delicate and varied, could be used with William

and Mary. The large flowers heavily modeled
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and brilliantly colored, with gorgeous birds,

that came into vogue a hundred years later

would quite overwhelm William and Mary
furniture.

Perhaps the most interesting and character-

istic hangings of late Seventeenth Century

England from which hints for wallpaper can

be taken are the crewl embroideries. These

wool embroideries, usually worked on cotton

but sometimes on linen, were patterned after

Indian silk embroideries that had been brought

into England by the East India Company.
The design follows one general precedent. A
large tree with spreading branches runs the full

height of the hanging, with great vari-colored

blossoms drooping from the branches. The

leaves are few in number, individually drawn,

like the flowers. At the foot of the tree the

earth is usually indicated in conventionalized

mounds, sometimes with a row of small flower-

ing plants, occasionally with a procession of

quaint animals. The colors are dark green,

dull blue, brown, usually in two tones, and dull

Indian red. The traditional design has been

reinterpreted with great success in modern

commercial chintzes and could be rendered

very well in wallpaper.
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QUEEN ANNE

With the accession of Queen Anne a new
character appeared in EngHsh furniture. Not,
of course, that design was revokitionized in-

stantly at the first moment when Anne sat down
on the throne, but that a slowly growing
tendency came into full development in her

reign. This tendency was the trend away
from the straight-lined, rather massive furni-

ture, strictly structural in conception, that

England had always used, to a lighter, more

decorative type. The lightness was not

achieved at once, for Anne brought with her

her Dutch traditions to influence the fashions

of the time, and native Dutch design is char-

acteristically sturdy and sensible; but the feel-

ing for the decorative line and decorative treat-

ment became stronger and stronger, taking a

lead from the French court that was dominating

fashion, and from Oriental decorative arts that

were fast flooding the market. So to the

heavy Dutch forms that endured were applied

curved lines, cabriolet legs, splat backs for

chairs and benches with compound curves out-

lining the splats, bowed fronts to chests of

drawers, carvings of scrolls and shells, all hints

taken from France; and finally there was
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added red lacquer and black and applied decora-

tion in gold, the Chinese contribution.

For the plainer types of furniture of the

period that are more closely allied to the old

Dutch-English tradition all the papers appro-

priate for William and Mary are still good, the

large damasks and brocaded velvets, either in

flat printing or in flock, as they had them at the

time, the leathers and rich-toned tapestries and

rough plaster simulations. The chintzes are

still the same too—light little patterns in simple

dull colors. And there can be added to these

types any paper that takes its inspiration from

gros-point and petit-point, for these were of

greatest popularity at the time, a rather coarse

heavy gros-point especially with scrolly leaves

and thick flowers in dull reds and blues and a

great deal of brown being especially approved.

But added to these established types were

new fads of growing importance that offer sug-

gestion for wall coverings. Especially well

favored were the printed Indian cottons. The

luxurious bedrooms of the period were time

and again hung with these, with naturalistic

designs of trees and flowers and animals

printed in dull tones of the primary colors and

of brown that were substantial without being
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somber. A paper taking its clue from these

Indian cottons would be very delightful in a less

formal Queen Anne room.

Above all, however, the Chinese painted

papers and their modern renderings are ap-

propriate for this Queen .Anne furniture. The
enthusiasm for Oriental decorations was at its

height, wallpaper was well established in

fashionable favor, the French producers had

not 3'et achieved a finish and beauty of pattern

sufficient to attract high-class patrons, so the

Chinese paper had the field undisputed to itself.

Finally, there is a wallpaper hint to be taken

from the Dutch ancestry- of Anne. The blue

and white tiles in Holland were not unfamiliar

in England at this time, especially for facing

the walls of the entrance hall. A courageous
decorator could get a charming and typical

effect bv usino; one of the blue and white tile

papers, especially one with richly pictorial

tiles, that we usually associate with bathrooms,

for the entrance hall of a Queen Anne cottage.

But it may be asking too much of courage so

to defy habit.

CHIPPENDALE

Bv the time Chippendale, whose shop was
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producing from 1 749-1 779, rose to prominence
the whole quahty of decoration had undergone
a decided change. The French and the Dutch

influences that constantly struggled together

during Anne's time resolved their contest and

the French obliterated the Dutch. The
Oriental strain, however, continued to appear
in both design and decoration. And the

French that predominated was, moreover, the

French of Louis XV, gay, capricious, elabo-

rate, extravagant. Chippendale was the dis-

ciple of the flowing line, the matter of com-

plex curves, and he used them with an inex-

haustible resource and fertility of imagination
that bordered sometimes on the fantastic. But

though Chippendale was under the sway of

France, he never quite forgot that he

was English and was designing for an English
clientele. So under the fanciful elaboration

there were always strong, architecturally sound

frames and in the delicate elaborateness of the

decoration there was always restraint. Chip-

pendale never duplicated the most fantastic and

mcfst extravagant flights of the French court

designers.

The papers that were actually being made in

France and used in both France and England
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at the time are obviously the most appropriate
with this French phase of Chippendale, to-

gether with the modern papers adapted from
the silk brocades c?f the period. Papers and

brocades alike were most often in light fresh

colors, the Boucher colors, that were par-

ticularly happy with the lightly constructed

furniture. Dove gray was a great favorite;

rose pink ran it a close second; Chippendale
himself seems to have used corn yellow, and a

pale blue recurs often in the fabrics of the

period. The one basic difference in the colors

for a Chippendale room and a Louis XV room
is due to the dift'erence in the wood finish pre-

dominant in the two styles. Louis XV furni-

ture was all gilt or painted, usually in soft

gray, and gilt or painted furniture can take

fresher, brighter, warmer colors than the rich

red of the mahogany that Chippendale used al-

most exclusively.

The patterns for these Louis XV Chippen-
dale papers are the familiar ones of the period,

stripes in graceful undulations scattered with

tiny bouquets and bow-knots, stripes made of

lace, arabesques and arabesqued vines sug-

gesting stripes, the scroll and shell, and again

ribbons in all forms and finishes as long as they
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are delicate, graceful and curving in outline.

All of these are available for Chippendale

rooms except the most extravagant, which

hardly accord with his current of English re-

straint.

The Oriental influence that came into full

power at this time in both France and England

produced the highly individualized style of

Chippendale Chinese. Whereas in the time of

Anne Chinese lacquer decorations had merely
been applied to the standard frames of the time

and the imported novelties used with the real

English furniture, now Chippendale took up
these Eastern motives and made a new style

of frame design that adapted the Chinese and

the English in a new, exotic manner. And
the accessories also that he used with the new

Chino-English designs were usually Western

interpretations of the Chinese: French Chin-

oiseri in which the real Chinamen would

scarce have recognized themselves. Only occa-

sionally did he depend on true Chinese pieces.

Papers that reproduced or reinterpreted

these old Chinoiseries of such men as Pille-

mont, papers with trellises opening on bits of

Chinese landscape, with scrolled frames enclos-

ing fantastic trees and plump landscapes, with

[211]



WALLPAPER :

floral stripes alternating with stripes displaying

slant-eyed beauties, are equally successful with

the Chinese Chippendale and with the plain

Chippendale or with a combination of the two.

The old Chinese papers themselves or their

modern prototypes are still useful too, but to

keep in scale with the furniture these must be

of the lighter more delicate types. The

massive landscapes and strong floral patterns

that support well the heavy furniture of Anne

would rather overwhelm fragile Chippendale.

The scenes of domestic life with their doll ac-

tors and the lighter flower and bird papers are

the successful kinds. Then there are, too, for

these forms of Chippendale some of the chintz

papers, the chintz in lighter, smaller, flatter pat-

terns or, even more exactly fit, the papers after

the toiles de Jouy, with bits of rural scenes in

strips or in verdure frames printed in mono-

chrome, pale brown or gray on white.

There is, in addition to these two Chippen-

dale types which merge and combine happily

and can carry in general the same kinds of ac-

cessories, a rather more somber and pompous

Chippendale made to meet another fad of the

period, that for the Gothic. For Chippendale
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was an adept opportunist scenting ahead the

popular trend, now to the French now back to

the Chinese and now the Gothic, and meeting

at every point the transient taste. Chippendale

Gothic, which is far from Gothic, is of necessity

built on heavier lines with pointed arches and

trefoil silhouettes. Being heavier and a little

more sober in spirit it takes a more solid and

dignified pattern. Some of the richer, quieter

brocades of the time are most appropriate.

ADAM

The ascendency of the Brothers Adam marks
the reaction from the elaborate fantasies of

Chippendale to the simple, the classical, the

straight-lined. Gaiety was superseded by

restraint, elaborate decoration by chaste refine-

ment of proportion, extravagance by the real

elegance of pure line and careful design. The
Chinese motives gave way to the Roman as

they had been interpreted by the Italian decor-

ators, so that in place of lattices and pagodas
there appeared urns and rams' heads. In short,

the capricious, unintellectual feminine art that

had been foisted on the world by Louis XV's
mistresses was put aside for a more rational,
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coherent style of decoration, decisively but

delicately rectilinear. For though this new

style was classical it was still light and grace-

ful. Mahogany continued to be the predomi-

nant material and mahogany lends itself to

slender forms and delicate, exact construction.

Slender forms in turn suggest light colors, so

even though restrained almost to severity i\dam

decoration is still pitched in a high key.

The Adam Brothers themselves finished a

great many of their walls in stucco, but they did

use fabrics, also, so that fabric papers in the

Adam style are entirely appropriate. Of these,

the most usual were brocade and damask;

neither the heavy, conventionally patterned

damask that goes with William and Mary or

Anne nor the elaborate flower and ribbon bro-

cades fit for Louis XV and Chippendale, but

damasks and brocades just designed for this

furniture, with clear, open, straight-lined pat-

terns in light and clear though not too weak and

pale colors. Light-toned stripes are good and

light-toned moires, if they are of sufficiently

good quality paper really to get the textile

effect. The favorite Adam color was a

peculiar shade of light green with a slight bluish

cast. With this they usually used a pale flesh
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pink. Light grays they used too and occa-

sional Hght blue.

In addition to these silk fabrics the Adelphi,
as the Adam Brothers were known, sometimes

used also tapestry covered walls, so that tapes-

try papers if light enough in design and color

could be used with furniture of their type of

design. Printed linen, too, was in general use

in England at the time and designs similar in

spirit were developed for it which have recently

been adapted to wallpaper, classical grotesques
either in back on white or in dull brownish red

on white.

Besides these various fabric papers that are

available and appropriate there are on the mar-

ket a number of papers specifically of Adam
design. Most of these show the familiar Adam
motives, the urn, the ram's head, the oval

plaque, and so on, usually printed en grisaille,

that is in gray on gray to suggest stucco relief,

but sometimes printed in two contrasted tones.

A particularly effective type is printed in black

and white on gray and uses the Wedgwood
plaques that were so familiar in all Adam

design. But though these papers are, of

course, absolutely correct they cannot solve the

wallpaper problem for all Adam rooms, partly
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because the Brothers Adam themselves used a

wider range of fabrics, but primarily because

they -are too correct for any but the strictly

period room,

HEPPELWHITE

The style of Heppelwhite is not entirely dis-

tinct from that of the Brothers Adam either in

time or character. In fact Heppelwhite, who
was a cabinet maker in contrast to the Adams
w^ho were architects, sometimes executed their

furniture designs for them and his work ex-

tends over practically the same period. But

Heppelwhite also made designs of his own, and

though they are of the same general spirit as

the Adam designs the true Heppelwhite pattern

has an unmistakable individuality of its own.

Heppelwhite is like Adam in that it is light,

elegant, exact, classical in inspiration and pre-

cise in execution. Like that of Adam, his fur-

niture is primarily in mahogany. But whereas

Adam is emphatically rectangular Heppelwhite
liked to vary his line with long flat curves and

flattened ovals. So Heppelwhite came closer

to the true Louis XVI from which, in fact, he

took many suggestions. But he was always an

English Louis XVI just as Chippendale was an
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English Louis XV, not quite so elegant, so

elaborate, so aristocratic as the French, rather

more usable and homelike. And he was
rather more usable and homelike than Adam,
too, more intimate and practical for everyday
use.

So while the wall coverings to go with

Heppelwhite furniture must be light and rather

elegant they can be, also, more informal than

those for the pure Adam room. The same

light-toned and delicately but rather severely

patterned brocade and damask papers, the light-

toned striped fabrics and the same light tapes-

tries that are appropriate with Adam designs

are also good with Heppelwhite. But in addi-

tion to these there is a range of chintz and

printed linen designs that are rather too in-

formal for Adam but are quite in keeping with

Heppelwhite. These chintzes are those with

more elaborate floral designs that came into

fashion in the middle of the Eighteenth Cen-

tury. While they are not the most elaborate

and rich chintz patterns, not those with huge
roses and peonies and gorgeous peacocks or

tropical birds that came into use a few decades

later, they are much richer than the sparse

field flower patterns of William and Mary and
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Anne, having- medium-sized rose patterns, vines

and small flower sprays that are more varied

and thickly strewn than in the early pieces.

Particularly usable are the striped papers with

flower garlands on the alternate stripes, either

in a silk or in a chintz finish.

SHERATON

Sheraton is another style practically contem-

poraneous with Adam and akin to it but still

maintaining its own character. Like Heppel-
white Sheraton was a cabinet maker. His work

is a bit later than that of the Brothers Adam
and Heppelwhite—he produced designs into

the opening years of the Nineteenth Century
—

but most of it is very similar in character to

theirs. It is straight-lined, light, precise,

restrained. But it has a quality of directness

that is more friendly than the rather aloof

Adam, a bit more personal than Heppelwhite,

even.

Like Heppelwhite, Sheraton can take various

kinds of silk papers. Sheraton in his design

book speaks of using for upholstering plain

silks, striped silks, flowered silks and gold and

silver brocades
;
and all of these in paper repro-

ductions, except possibly the too sumptuous
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metal brocades, would be appropriate for the

wall covering. The color to which Sheraton

makes specially emphatic reference is blue, and

certainly it is a successful color with mahogany.
Sheraton speaks, too, of the three pleasant com-
binations with blue—blue and white, blue and

black, and very pale blue and yellow
—good

hints all of them for Sheraton rooms. The

lighter tapestries also can be used with Sher-

aton furniture and all of the chintzes and toiles

that go well with Heppelwhite.
But in addition to these Sheraton, being

somewhat later and a little stronger in construc-

tion, can take those bolder, richer chintz designs
that have been so beautifully adapted to wall-

paper. The heavy, leafy vines with the huge
exotic blooms, the sweeping-tailed peacocks,

the brilliant macaws, all go well with the strong

simplicity of Sheraton. Other very attractive

chintzes that have come down to us from that

time and been reproduced in papers are those

designed in panels, each panel a complete unit

with a rich full basket of flowers or of a fruit

and a clearly defined border. It was at this

time that chintzes on a colored ground, also,

became popular and these are most attractive in

modern paper renderings.

[219]



WALLPAPER :

Sheraton himself used wallpaper extensively
even in his most luxurious apartments. But
he made it more decorative and more architec-

tural, usually, by applying it in carefully

designed panels with multiple and varied bor-

ders. In Part I of his Cabinet Maker's and

Upholsterer's Drawing Book Sheraton shows
a drawing-room with small panels between the

windows and over the fireplace and alternating
with larger panels on the unbroken walls.

Each of these narrow panels is defined by an

architectural border, very narrow, suggesting
columns and a molding. Above each of these

is a panel showing a classical scene in grisaille,

suggestive of a stucco relief. The large panels
run clear to the frieze, which is indicated by a

narrow guilloche border surmounted by another

wider one in the classic honeysuckle design, and

are outlined with moderately wide borders

edged at either side with narrow ones.

In Part II he shows the south end of the

Prince of Wales drawing-room which is equally

complex in its paneling. Above a dado there

are wide panels in a fine vertically striped paper
defined by a narrow cut-out architectural bor-

der, the whole mounted on the same stripe used

horizontally so that this horizontal stripe shows
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as a moderately wide border on all sides of

the architecturally indicated panel. Narrow

panels, between the wide ones and betwieen

doors and windows, have Chinese scenes simply
framed in a narrow border and also mounted

in the same way on the horizontallly striped

background. Subordinated panels are used to

flank the wide panels on very long unbroken

spaces, these being in a plain conventional

lattice design. The whole series of panels is

topped with a Greek frieze in the honeysuckle

design, and the ceiling also is striped with the

same fine stripe and has a narrow geometrical

border about a foot from the cornice all around.

So Sheraton made complex but careful combi-

nations of his papers and his borders to give

them a stately or elaborate decorative effect.

But perhaps the finest and most character-

istic paper for a Sheraton room is one of the

landscape papers that were then produced
in France, not so much those of Chinese scenes

or landscapes as the travel papers and the illus-

trations of romances. These in their vibrant

flat-printed colors with their quaint and varied

scenes are altogether charming with the rather

plain Sheraton furniture, especially when used,

as they most often were at the time, about a
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white painted dado. For the Sheraton dining-

room there is nothing to take precedence over

these landscape effects that are still being

printed to-day, in many cases from the original

blocks.

When we turn from England to the contem-

porary styles in France we have types of furni-

ture less generally useful. For France in the

Eighteenth Century was entirely dominated by
her court. Her decoration was the sumptuous
decoration of a particularly extravagant

royalty. Even when it was adapted to the mid-

dle class it remained ornate beyond the habit

of most American homes.

LOUIS XIV

The furniture of Louis XIV is of no use in

the average household. It is a style for the

very wealthy, demanding luxurious surround-

ings and elaborate service. It is intolerable ex-

cept in the original pieces which, when they are

good, are worth each one a fortune. The

reproductions that have been attempted here

and abroad are tawdry and ostentatious, too

distressingly imitations. Any one who has

these valuable originals can and will set them

in the appropriate surroundings of rich bro-
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cades or heavy and sumptuously carved pancl-

ings. So there is no question of wallpaper
for Louis XIV.

LOUIS XV

The styles of Louis XV and XVI, however,
do have a somewhat more general use. They
were rendered in simpler forms and materials

and their light frames and dainty proportions
have made them quite popular for women's

rooms. They are, in truth, women's styles,

made for and determined by the beauties of the

two extravagant and pleasure-seeking kings.

Louis XVI, rather more severe in its mock clas-

sicism is useful, too, for small drawing-rooms
and dining-rooms, especially in modern apart-

ments where heavier furniture leaves no room

for human occupants.

The paper for the Louis XV room is the

same as that for Chippendale, brocades and

damasks in the pale colors of spring flowers,

jonquil yellow, lilac, rose and light blue and in

gracefully curved, light patterns on a small

scale, undulating stripes, delicate trailing vines,

bow-knots, bunches of flowers, scrolls and shells

and Chinoiseries, both the French fantastic

Chinoiseries, that at this time were at their
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height and the real imported Chinese papers.

Toile dc Joiiy papers, also, are characteristic of

this period, and they, too, show Chinoiseries or

bits of landscape framed in trees and flowers.

LOUIS XVI

For the furniture of Louis XVI the papers
are the same as for Heppelwhite, still light but

a little more restrained and classical than in the

preceding reign, with straight stripes instead

of undulating, classic motives rather than so

much of the Oriental, though Chinese paper
was still in use, and with pastoral scenes especi-

ally for the toile de Jouy papers in honor of

Marie Antoinette's play at rural life. Satin

was particularly fashionable for room decora-

tion at this extravagant time, and silks with

satin stripes, so satin paper or satin-striped

paper is very appropriate.

DIRECTOIRE AND EMPIRE

The styles of the Directorate and the Empire,

though contemporaneous with Sheraton, for

the most part, are rather different in character.

Because they do fall in the same period when

the same kinds of wallpaper were being made
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they do have certain styles in common. The

many-block printed landscapes, for instance,

are equally appropriate for Directoire and

Empire furniture and for Sheraton, and the

same richly patterned chintzes and chintzes on

colored grounds are good for both. But in

addition to these, the French styles have cer-

tain papers peculiarly appropriate to them.

There are, for instance, all the old papers and

the old toiles de Jouy that have been reproduced
in papers that show republican symbols that go

very well with the Directoire; and for the

Empire there are the papers showing episodes

of Napoleon's life, Egyptian designs of the

pyramids and the sphinx and the lotus reminis-

cent of Napoleon's Egyptian campaign, and the

more emphatically classical papers with Roman

grotesques or Greek shell patterns that flattered

Napoleon's assumption that his Empire was a

reincarnation, as it were, of the great Roman

Empire. Especially Empire furniture is much
heavier than the contemporary English styles

and requires a heavier type of paper, larger in

scale, with deeper, richer colors. Typical fa-

vorite colors of the time were chocolate brown,

especially mottled with a combination of rose

and green, and purple, reminiscent, of course,
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of the imperial purples. Purple would be

almost too overwhelming for modern taste, but

the mottled chocolate brown can be successfully

repeated in the soft Tiffany blends with their

warm tans merging into traces of rose and

green.

PAINTED PEASANT STYLE

From one other source besides the regular

period styles modern furniture has borrowed

designs
—from the painted peasant furniture

of various parts of Europe, particularly the

Tyrol. This charming furniture, with simple

sturdy forms, gay colors and smart applied

decorations, is available for any of the in-

formal rooms. It presents a special problem in

wallpaper selection, for its own bright colors

are in danger of clashing with equally gay

coloring on the wall, yet its vividness forbids

flat colorlessness in the background. In the

old Tyrolean houses where it originated the

walls were either wood-paneled or plastered

with the softly modulated hand-finished

plaster in warm cream tones. The plaster

papers and those of similar texture, the en-

graved leathers and the crepes are therefore

very useful with it. A coarse stipple paper,
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too, goes well with it, for it has strength of

finish enough to sustain the sturdy construc-

tion of the furniture and the stippling gives

an opportunity for a little warmth of color.

Grass cloth, too, while it certainly is unknown
to the peasants of the Tyrols, nevertheless in

both its silver and its gold shades makes a de-

Hghtfully fit background for their furniture.

And finally, if the decorator has courage,

many of the chintz papers can be used to make
a flaringly flower-like room.
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CHAPTER XI

WALLPAPERS FOR OTHER ROOMS

THE
living-room in the ordinary American

home seldom makes any pretense of being
even a partially consistent period room.

Because, usually, it combines the three func-

tions of drawing-room, sitting-room and

library, and because it has been shaped generally

by the tastes and needs of the whole family, it

is quite apt to contain a widely assorted com-

bination of furnishings
—a few wedding pres-

ents, some pieces donated by relatives, some

overstuffed for comfort and some wicker

to fill in, plenty of books on open shelves and all

kinds of odds and ends of ornaments. Such

heterogeneousness makes it unavoidably in-

formal but, on the other hand, it is usually the

only reception room in the house and so at the

same time it must preserve some aspect of

dignity.

To find a wallpaper suitable for a conglomer-

ation of furniture and decorations that will
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still have some slight suggestion of reserve and

formality is not easy. Small wonder that the

usual book on decoration takes the straightest

road out of the problem by recommending a

plain wall in either one of the inevitable neutral

colors, tan or gray. They are entirely safe

but porportionately uninteresting. There are,

however, modifications of the plain wall that

gain real quality through a decided texture

Such, for example, are the crepe papers, especi-

ally attractive in the heavy grades with wide

uneven folds; the engraved papers when the

modeling is not too exaggerated and spotty ;
in

cheaper papers the oatmeals, certain odd papers

with a sort of rough plaster finish; and the

heavier cartridge papers. The interest of the

surface finish adds to the otherwise character-

less neutral wall and, at the same time, gives a

strength to the room that is absolutely essential

if there is any heavy furniture or many shelves

of books.

A little more decided in quality than these

papers but still within the safe prescription of

plain neutral colors are the papers with texture

so strongly defined that the texture almost con-

stitutes a self-toned pattern. Such for instance

are all the grass cloths, hardly more than a
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pleasantly roughened surface from one point

of view, from another a simple but varied pat-

tern in horizontal lines. The grass cloth

papers, fairly successful imitations of their

model, come within this class, too, as do the

burlap papers that reproduce the various weav-

ings of sack-cloth.

The next step away from monotony but still

entirely within the bounds of safety are the

blends. Blends, of course, are of many kinds

and achieve many different levels of success.

At the best, whether it is the simple blend in

two tones of one color—for example, two

shades of tan floating into each other—or the

more elaborate kind introducing several dif-

ferent colors into a moving variation of tone,

the blend is a nice suggestion of light and

shade to relieve the dullness of a flat color.

But at the worst the blend looks like a tubful

of colored calicoes, all run into each other.

Good blends are especially good in the engraved

papers, and they have been managed well, too,

in a rather more linear effect, in some of the

grass cloth papers.

A type of paper that has a little more interest

than the plain color or blend and still is not

obtrusive is the two-toned damask pattern.
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This has the quietness necessary in the back-

ground of a heterogeneous decoration and the

touch of dignity that is desirable. These old

textile patterns, gray on gray or tan on tan,

give a well adapted touch of richness without

being in the least pretentious. Especially
attractive are such patterns in grass cloths or

grass cloth finished papers. For a little more

vitality and interest there are these same cloths

in damask patterns with the pattern lightly out-

lined in metal silver or gold.

Another variation on the plain color that

can be used with the lighter, chintz hung types
of living-rooms is the self-color stripe, with

the stripe indicated only by a different texture.

If the room is very informal—the living-room,

say, of a country cottage or a New England
farmhouse sort of home—the stripe might be

one of those that are lightly dotted in a con-

trasting color, faintly reminiscent of cotton

prints.

For a very rich living-room background that

still will not be very decided, there are the tapes-

try papers. These range all the way from the

vague verdure effects, that are hardly more

than massed lights and shadows in two or

three tones of the color, to the rather clearly
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drawn landscapes; and they come not only in

the conventional greens and green-blues but in

soft grays and browns as well. Especially in-

teresting is a recently issued English paper of

which the design is adapted from a French

Gothic hunting tapestry w^ith medieval gentle-

men pursuing quaint beasts through a thick

and flowery wood indicated in the mille Heurs

manner in flatly drawn, superimposed shrubs

and flowers. It is rendered in soft dark colors

and so is not too insistent.

Where there is opportunity for more decided

pattern the closely drawn, continuous designs

such as those which William Morris made so

beautifully are very good. Ideal examples are

his Pimpernel and Honeysuckle, both very fine

in the right kind of living-room ; but there are,

too, modern American papers in the same man-

ner that would succeed. Because of the shad-

ings and variations in color these all-over

designs permit of a richness in color, soft but

strong blues and greens, that would be intoler-

able in a flat unbroken wall.

All-over designs of architectural ornament,

are also available in color combinations that are

not also emphatic and they range in tone and

scale all the way from the lightest to the
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strongest, so that they can be fitted to any size

of room and any kind of furniture. Printed

in Cameo effect they are especially attractive

and the grounds are in soft but clean colors that

can set the color note of the entire room.

And finally, for the living-room that is quite

English and rather more like a morning-room
and very gay there are the chintz papers. But

these forbid much ornament through the

rest of the room. They do not accord with

massive rows of heavy books, and they are too

informal for any but a country house or a house

in which there are other rooms for receiving

guests.

THE DORMER WINDOW ROOM

Another special problem in the choice of

wallpaper arises when there are rooms with

dormer windows, and with the revived interest

in the Dutch Colonial architecture and in re-

modeling old houses it has become a rather

common problem. The many angles and

broken surfaces of such a room make certain

patterns impossible, the number of hidden

corners in which there are apt to lurk dingy

shadows make high keyed colors important, and

the lowness of the ceiling also makes certain
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demands on the design. Plain colors are, of

course, the simplest solution, but the charm

of these rooms is in their old-fashioned quaint-

ness and it can be realized to the full only with

a quaint, old-fashioned patterned paper. Of
these the most successful are the all-over

patterns in rather small scale, floral patterns,

preferably rather closely covered. But the

floral pattern cannot be on a trellis background,
for the many angles would make the trellis look

as if it had been wrenched by an earthquake ;

nor can there be birds in it to have their backs

broken at inconvenient corners, nor, for the

same reason, human figures. The Chinoiseries

are therefore out of the question. Only the

plain continuous floral patterns succeed and

these are best when there is a decided upward
trend to the design to make the low ceiling seem

a little less oppressive.

No paper in which the design stands apart

as a complete unit can be used very well, for

wherever the unit was broken by an angle of

the wall effect would be lost, and as this hap-

pens frequently with dormer windows the re-

sultant appearances would be chaos. So all

the toile de Joiiy patterns that have little rural
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scenes framed in branches or groups arranged
at intervals on stripes are taboo.

But, contrary to expectations, plain stripes

are entirely successful in a room like this.

Their straight lines adapt themselves easily to

the changing angles of the wall, a break in the

unit is not disastrous, and the strong vertical

effect helps lift up the ceiling.

KITCHEN

Conventionally, only tile papers are fit for a

kitchen. Fortunately in recent years these tile

papers have been designed with a little more

respect for their aesthetic effect, so that one can

make with them now quite a charming kitchen

in blue and white in the Dutch effect. They
have the advantage of being finished with a

gloss surface that is impervious to steam and

can readily be cleaned.

But other papers, too, can be made equally

steam resisting and cleanable with a coat of

varnish, so that the kitchen need by no means be

limited to regular kitchen effects. After all, a

kitchen is a great opportunity for amusing ex-

periments, for we need not take it as seriously

as we must a living- or dining-room and we
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can enjoy there startling papers that would
soon be a bore in the more conventional rooms.

Nor is the decorative problem of the kitchen

negligible, for as the world stands now a large

part of the American women have to spend

many hours a day there, weary, stupid hours

that need the cheering of bright colors and

capricious patterns.

Somehow an out-of-door effect seems always
welcome in a kitchen, so that chintz papers with

bright flowers are very fit. Especially can one

get a happy garden effect with some of the

trellis papers. There is amusing appropriate-

ness, for instance, in fruit trees on a trellis, and

lovely color, especially in an orange pattern, that

shows the bright ripe fruit and the dark green
leaves on a lighter green trellis. The modernist

papers, too, offer some charming fruit groups,

and the kitchen is a good place to try out some-

thing that seems a bit bizarre. Then there are

the Chinoiseries that are too colorful and too

distracting for a soberer room. And even an

informal landscape or pictorial paper might

give a pleasant widening to the restricted

domestic horizon. After all, charm need

not conflict with efficiency but in the final

analysis should enhance it. The kitchen
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because it is given to dull labor need not be dull.

Rather it can the better bear the compensation
of all those papers that are too strange, too

vivid, or too striking to be attempted elsewhere

yet on the shop rack look too delightful to

pass by.

THE END
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WALLPAPER DESIGNERS

The list, as far as possible in chronological

order, stops at 1830, the time of the introduc-

tion of machinery. All the firms for which

each designer worked are given as far as is

known.
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DUSSURGUEY



WALLPAPER:

Ch.-L. Mul-
LER Delicourt

Thomas Row-
LANDSON

Merke
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The list, which stops at 1830, is as far as

possible chronological, the dates being those at

which the firms appear in some records to indi-

cate the general period of activity. When the

address is known it is noted.
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1754 Thomas Vin-
cent

ROGUIE

DiDIER Au-
BERT

1755 Masefield

Matt Darley

176- LeComte

1762 Garnier

1766 LangLOIS

1768 ECCARD

1769 Jacques Che-
reau

Niodot

Lancake

1770 Pancet
Daumont

Fleet Street, London
rue Cloitre-Saint-

Germain, Paris

rue Saint Jacques,

Paris, {For a time

used f^apillon
mark. )

Strand, London

Strand, London

Lyons
rue Qiiincampoix,
Paris

Paris. (Successor to

Langlois veuve.)
Paris

Paris

Place du Louvre, Paris

Carricre {Manufac-

tory)

rue Geoffrey Lanier,

Paris {Shop).
Paris

Paris
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183- DeliCOURT,
LATER AND
CamPAS AND
GURAT

BuziN_, (Successor to De-

licourt et al.)

DeFOSSE, LA-

TER AND
Karth (Successor to Mader. )
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illustrations.

Bradshaw, W. R. Wallpaper, its History,

Manufacture and

Decorative Impor-
tance. New York,
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Some facts on history
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History of Paper Hang-
ings.

Beitrag zur Geschielite
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Book of Decorative Fur-

niture, Vol. I. Lon-

don, ipio.
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facts.
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hook.

GUSMAN, PlERllE Panneaiix Decoratifs et

Tentures Miirales de
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Havard, H. Dictionnaire de I'Ameu-

blement, Vol. IV,
under Papiers Feints.

Most complete account
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Paris.

Some historical facts
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Jackson, John
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Lenygon,
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Fran-

NorthEND, Mary

Papillon, J.-M.

Decorative Textiles.

Grand Rapids. Mich.

igi8.

Scattered historical

facts and some re-

marks on design.

An Essay on the Inven-

tion of Engraving.
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source books.

Decoration in England

from 1660-1//O,
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New England houses.

Historique et Practique
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Bois. Paris, 1776.
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Seeman, Thedor

Old English Furniture

and its Surroundings
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London, ip20.
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Old Time Wall Papers.
New York, ipo^.

Random facts. Ex-
cellent illustrations.

Die Tapete^ Vienna,
1882.

Some historical data.

MAGAZINE articles

Arts and Deco-

ration

Connoisseur

Vol. 10, pg. 260 S. W.

Woodruff, The Ro-

mantic Story of

Wallpaper.

Vol. 4y, pg. yg Mclver

Percival, Old Wall-

papers.
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KUNST

Deutsche Kunst
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Gazette des

Beaux Arts

Vol. 52, pg. 8s Oliver

Brackett, English

Wallpapers of the

Eighteenth Century.

Vol. 62 pg. 2$ Mclver

Percival, Jackson of

Battersea and his

Wallpapers.

Vol. 62, pg. 156 M. Jour-

daire, Some Early
Printed Papers.

Vol. 20, pg. 573 Paul

Westheim, Das Or-

nament an der Wand.

Vol 22, pg. 246 Neue

Tapetenmuster.

Vol. 21, pg. 36s Frans

Servaes, Neue

Deutsche Tapeten.

Vol. 54, pg. 131 Henri

Clousot, La Tradi-

tion du Papier Peint

en France.
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Cloiizot, Papiers
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Good Furniture Vol. 15, pg. 67 Selling

Wallpaper to Har-

monise with Other

Decorative Fitments.

Vol. 16, pg. 2p^ George
Leland Hunter, An-

cestors of Wallpaper.

House Beautiful 1^14 pg. 755 Ann Went-

worth, Decorative

Wallpapers.

Ipi^-i6 pg. 148 Phil Ri-

ley, and Frank Cous-

ins, Landscape Wall-

papers.

Ip2i pg. J(5p Edward B.

Allen, Ye Old Picture

Wallpapers.

House and Gar-

den Vol. 3p, pg. 22 R. R.

Goodnow, A Cinder-

ella Room.
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Vol. 40, pg. 46 The Dis-

pute over Wallpa-

pers.

L'Art Decoratif Vol. 2y, pg. iiy Ferdi-

nand Roches, Vieux

Papiers Feints.

Vol. 28, pg. ly^ L. Bou-

teille, Les Vieux De-
cors en Fapier Feint.

International

Studio Vol. 75 pg. 48 Mary
Northend, Wallpaper

of the Olden Time.
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Hanging, methods of, 41, 42
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Luster paper, 23

Magon, 52
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Panseron, Pierre, 24
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Riesner, 53
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Robert, Hubert, 48

Roguie, 40
Rollers, printing, lOO, lOl

Rouen, 10

Roumier, 24
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Rugar, John, 67
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Sauvage, Joseph, 44
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size, 170
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Vienna, 55, 59

Vincent, Thomas, 31

Vitry, 54

Rabier, 25

Reveillon, 43-48

Wagner, 51. 53

Walpole, Horace, 29, 30, 31

[267]



INDEX

Walsh, John, 6g

Washington, paper commemo-
rating death of, 55 ; Corn-
wallis presenting sword to,

76

Washington, Martha, 77, 78
Waterloo, paper commemorat-

ing Battle of, 55

Watin, 41

Wery, 55

Whistler, influence of, 137, 138
William, Henry, 55

Zipelius, 50

Zuber, 50-52, 58

I

[268]







University of Toronto

Library

DO NOT
REMOVE
THE

CARD
FROM
THIS

POCKET

Acme Library Card Pocket

Undei Pat. "Ref. Index File"

Made by LIBRARY BUREAU



\^

^

*v^

*


